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Abstract 
The aim of this project is to explore the phenomenon of people traveling to a place that 
currently experiences a conflict in order to gaze and experience the conflict. The 
definition of the phenomenon that we call Conflict Zone Tourism is established by 
taking existing perspectives on tourism into consideration and by an examination of the 
specific case of Matthew VanDyke in the documentary Point and Shoot. This case is a 
valid example because it represents Conflict Zone Tourism and shows the development 
of the protagonist from being an adventurer to a fighter in a war; therefore, it is very 
suitable, especially for exploring the limits of Conflict Zone Tourism. As this project 
seeks to establish and argue for this concept it focuses not only on the potential of the 
concept but also on its limitations.  
 
The author’s motivation to address this phenomenon is because it came to their 
attention by reading newspaper articles that the phenomenon contests the paradigm of 
tourism as it exposes a lack of literature in this field of studies, which does not 
sufficiently define this phenomenon and it pushes the borders of tourism. One one 
hand the lacking literature makes this project relevant, on the other hand it represents 
also the difficulty the project is confronted with. The project draws on established 
tourism concepts like Dark Tourism, Hot War Tourism and Volunteer Tourism to reach 
its aim. Following the content of Point and Shoot and by combining established tourism 
concepts that nearly - but not sufficiently - describe Conflict Zone Tourism, the project 
comes up with a definition. This definition adds the participation in the conflict to the 
combination of established tourism concepts.  
 
To further establish the phenomenon the project includes – guided by the case - theory 
of Representation by Stuart Hall and The Tourist Gaze by John Urry that together 
emerge in a bricolage to a qualitative analysis that is inspired by Qualitative Content 
Analysis. The analysis focuses on represented gaze, authenticity and self-realisation by 
Matthew VanDyke in the documentary to enable a discussion about Conflict Zone 
Tourism, its limits and the transgression to a participant of a war. 
 
The results show a confirmation and a representation of the definition of Conflict Zone 
Tourism in the documentary and also a transgression that sets limits of the possibility to 
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describe an activity as Conflict Zone Tourism. The project concludes in a confirmed 
definition of Conflict Zone Tourism represented in Point and Shoot and points to the 
delicate and hardly definable aspect of participation in it, which might further be 
investigated. 
 
The conclusion cannot be seen as a finished definition of Conflict Zone Tourism but 
rather as a starting point and a contribution to tourism studies, since it is not possible to 
validly generalise a phenomenon by analysing a single case. The chosen tourist 
perspective, theory and method fit to the aim and the case and enable to give a 
qualitative answer to the research question.  
 
 
Summary 
Das Ziel dieser Arbeit ist es ein Phänomen zu untersuchen, bei welchem Reisende sich 
an Orte begeben, die sich gegenwärtig in bewaffneten Konflikten befinden, um den 
Konflikt nicht nur zu betrachten, sondern auch zu erleben. Eine Definition für dieses 
Phänomen - welches in dieser Arbeit als Conflict Zone Tourism benannt wird - wird 
anhand bereits bekannter Literatur der Tourismusforschung und dem Untersuchen des 
Falles Matthew Van Dyke in der Film-Dokumentation Point and Shoot hergeleitet. Dieser 
Fall ist durch die Beschreibung eines reisenden Abenteurers, der zu einem Kämpfer der 
Libyschen Revolution  wird, exemplarisch und geeignet für den Zweck diese Arbeit. 
Besonders hervorzuheben bei dieser Dokumentation ist die Aufzeichnung der 
Transgression vom Touristen zum Kämpfer, welche den Rahmen der Definition und 
deren Grenzen beschreibt. Denn diese Arbeit sucht nicht nur Conflict Zone Tourism als 
Konzept zu etablieren, sondern auch dessen Grenzen aufzuzeigen.   
 
Die Motivation der Autoren dieser Arbeit sich mit diesem Phänomen zu beschäftigen, 
resultiert aus der Infragestellung des Tourismus-Paradigma durch das Phänomen und 
der damit zusammenhängenden, zuvor erwähnten fehlenden Definition durch die 
Literatur der Tourismusforschung.  Das Fehlen von Literatur und Definition 
unterstreicht einerseits die Validität dieser Arbeit, andererseits besteht darin auch die 
größte Herausforderung welche sich die Autoren dieser Arbeit konfrontiert sehen. 
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Diese Arbeit stützt sich auf bereits existierenden Tourismus-Konzepten wie Dark 
Tourism, Hot War Tourism und Volunteer Tourism um ihrem Ziel gerecht zu werden. 
Die daraus - und aus der Untersuchung der Dokumentation - hergeleitete Definition 
von Conflict Zone Tourism, fügt der Kombination aus bestehenden Tourismus-
Konzepten die aktive Partizipnation in bewaffneten Konflikten hinzu. Um eine 
weiterführende Konzeptualisierung des Phänomens zu ermöglichen, stützt sich diese 
Arbeit auf die Theorie der Repräsentation von Stuart Hall und The Tourist Gaze von 
John Urry. Zusammen mit diesen Theorien und inspiriert von der Qualitativen 
Inhaltsanalyse, macht diese Arbeit Gebrauch von einer methodischen bricolage um den 
Fall Matthew VanDyke genauer zu analysieren. Der Fokus der Analyse liegt auf 
Matthew VanDykes Repräsentation von authenticity, gaze und self-realisation in der 
Dokumentation und der Abgrenzung des Conflict Zone Touristen vom Kämpfer in 
einem bewaffneten Konflikt. 
 
Das Resultat der Arbeit zeigt eine bestätigte Definition und Repräsentation von Conflict 
Zone Tourism in Point and Shoot und die Schwierigkeit den Aspekt der Partizipation zu 
definieren auf und verlangt nach dessen weiterführenden Untersuchung. Diese Arbeit 
kommt zu einer Schlussfolgerung,  die die Definition einerseits bestärkt und besser 
abgrenzt, andererseits ihr staged reality und die Absicht an gesetzfreie Orte zu reisen 
hinzufügt. Diese Schlussfolgerung kann nicht als abgeschlossene Definition von 
Conflict Zone Tourism angesehen werden, aber als Ausgangspunkt und Kontribution 
zu weiteren Nachforschungen dienen. eine abschließende Definition ist nicht möglich, 
da aus einem einzelnen Fall keine valide Generalisierung  gemacht werden kann. 
  
Die in dieser Arbeit gewählte Tourismus-Perspektive, Theorien und Methoden sind auf 
den Fall und dem Ziel zugeschnitten, um eine möglichst qualitative Antwort zur 
Forschungsfragestellung geben zu können.  
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1. Introduction 
In the feature Krigsturisterne – på ferie med død og ødelæggelse from December 15th 2014 in 
Politiken, Andrew Drury is interviewed about his many travels to exotic destinations around 
the world. Andrew is 49 years old. He is British. He is a family man – married and father of 
four and head of his own construction company. On the surface he is just another normal 
western male. But what separates Andrew from others like him is the specific nature of his 
travels, his choices of destinations and the danger they involve. When Andrew performs the 
somewhat trivial activity of tourism, he is deliberately travelling to destinations where danger is 
part of the pleasure. Andrew travels to places with war, conflict and destruction. He has been 
to 24 destinations including Somalia, Iraq and North Korea. The travels and the out-of-the-
ordinary-experiences function as a relief from the mundane everyday life in South-West 
London (Web 1). 
  
Though Andrew represents an extreme case, he is not alone. Travel agencies set up to manage 
tourist desires to visit dangerous and exotic places are experiencing an increasing demand in 
the services they provide (Politiken 14/12-14). In the documentary The Arabian Motorcycle 
Adventures: Point and Shoot from 2014 we meet Matthew VanDyke, a young American man, 
travelling through North Africa and the Middle East on a motorcycle and documenting his 
adventures with a videocamera. VanDyke sets out as an ‘adventure-tourist’ in search of 
‘manhood’ but ends up being what we would describe as a conflict zone tourist, actively 
participating alongside the militant rebels in the Libyan revolution. The documentary reveals 
the interesting dilemma of the blurry line between the tourist as an outsider, and as an active 
agent in a local armed conflict.  
The documentary could be analysed and looked at with many different focuses, such as the 
war, the role of rebels in a civil conflict, or one might want to describe the genre of 
documentary, etc. We have chosen to look at it through the specific ‘lenses of tourism’. The 
aim of this project is to explore the particular form of travelling and tourism that is represented 
in the documentary Point and Shoot. When watching Point and Shoot we find out that the 
documentary challenges the existing paradigm of tourism as it reveals a lack of literature in this 
field of studies, which does not adequately describe this phenomenon. Thus, we decided to 
investigate the phenomenon and try to give our contribution by creating the definition for this 
new emerging form of tourism, which choose to define as Conflict Zone Tourism. The 
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documentary has been the driving force of the project: we chose some relevant concepts of 
theoretical studies, which can be applied to some extend to the case, because we did not want 
to force VanDyke’s adventure under pre-constructed definitions or labels; and at the same 
time, we used the case of VanDyke in order to define our field of studies. Hence, in order to 
create the definition of Conflict Zone Tourism, we engaged in a dialogue between the 
documentary and the existing and relevant theoretical framework of tourism.  As we have 
chosen to look at the documentary as an example of a new emerging category within the field 
of tourism, it becomes interesting to examine how concepts such as the tourist gaze, 
authenticity and representation of the other influence and are influenced by this phenomenon. 
Furthermore, it becomes relevant to establish the liminality and limits of this form of tourism 
and examine when Conflict Zone Tourism transforms into something that cannot be 
contained by the field of tourism.  
In the following we will first present our motivations and then provide a presentation of the 
case Point and Shoot in order to define our problem field and research question. 
  
 
1.1 Point and Shoot  an introduction to the case 
VanDyke is the protagonist and the producer of the documentary Point and Shoot. The 
documentary is written and directed by Marshall Curry and is structured following the narrative 
of the protagonist’s journey searching for manhood; from a young man looking for adventure 
to participating in an armed conflict in Libya. The documentary combines footage shot by 
VanDyke on his travels to North Africa and the Middle East in the period 2007-2011 with 
interviews of the same. 
  
1.1.1 The story line 
VanDyke grew up in Baltimore, US as an only child at the centre of his family’s universe 
brought up by his mother and grandparents. He did not have many friends and spent most of 
his time playing videogames and watching action movies. Since he was a kid, he had a deep 
desire for adventures and dreamed of being a CIA agent or a spy but, in his own words, he 
never tried anything ‘dangerous’ and ‘exciting’ in real life. By watching Lawrence of Arabia he 
developed an interest for the Arab World and the Middle East, which brought him to study 
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Middle East concentration in College. When he was about 20 years old, he still lived with his 
mother and did not pay for any of his bills, all his adventures were virtual and he did not know 
anything about the world. Tired of never having done anything extraordinary and deeply 
inspired by Alby Mangels, an Australian adventurer and documentary filmmaker, VanDyke 
decides to go on an adventure under the theme ‘a crash course in manhood’. He buys a camera 
to film all his experiences, a motorcycle and leaves America and flies to Europe, where he 
starts his trip towards North Africa and the Middle East. Throughout his trip, the camera 
functions as a tool in shaping and crafting his new persona and in figuratively creating a new 
life story. As well the camera plays a practical role in helping him controlling his OCD 
disorder. 
 
The Chase for  manhood: de f in ing mascul ini ty  
The term masculinity could be defined from both a biological perspective and from a social 
perspective. Taking the social perspective into consideration, we are aware that there exists 
many different ways of understanding and performing masculinity; ways that are being 
constructed through cultural language. Since the purpose of the project is to examine the case 
of Matthew VanDyke in order to establish and argue for the phenomenon of Conflict Zone 
Tourism and since VanDyke’s understanding of masculinity is a central part of his chase for 
manhood, we are going to use these terms several times. When we use the term masculinity, 
we intend to represent the meaning that VanDyke attributes to it and its derivatives. Even 
though VanDyke never explicitly articulates what he means by masculine, we argue that after 
an accurate analysis of his actions in the documentary, we can extrapolate its meaning. A first 
idea of what masculinity entails for VanDyke is that the concept is very much informed by the 
classical Hollywood representation through characters such as Indiana Jones and Lawrence of 
Arabia, and hence a very stereotypical one. As the documentary proceeds, the masculine 
becomes a concept defined through actions. As well, masculinity is connected to the danger 
and raw experience of the war, and to all military objects, terms and actions. Hence the search 
for manhood takes VanDyke to places that feeds to this understanding of masculinity.  
  
The first trip 
Recording his motorcycle adventures by himself is more challenging than he imagined. Often 
he has problems with the camera and struggles with getting the right shot from the right angle. 
After being involved in a car accident in Morocco, VanDyke is almost determined to return to 
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the US. Only his girlfriend calling him a coward pushes him to a decision of hitting every Arab 
country. During his trip in Iraq he meets US soldiers going on recon missions and shooting 
guns. He becomes less afraid of trying new experiences and gets involved in risky situations, 
where the adrenaline pushes him to challenge new limits in his adventures: the more he did the 
more he wanted to do, and the more he survived the more he felt he could push the limits 
(Point and Shoot 23:17). During his first trip VanDkye invents his alter ego, Max Hunter, as he 
feels he is growing out of his own self. Max Hunter is a risk taking and reckless adventurer 
always pushing his limits. He has a knife for protection and nothing can stop him. With his 
new alter ego VanDyke travels all over the Middle East and North Africa, he visits Osama Bin 
Laden’s old house, where he plants an American flag, he gets punched by a policeman and 
have several crashes on his motorcycle - getting it all on camera. The one thing he does not 
film is his meeting with a Libyan hippie called Nouri, whom he becomes a close friend with. In 
order to visit Nouri, VanDyke decides to travel to Libya. There VanDyke meets many new 
friends and experiences a sense of belonging and acceptance, that he had never experienced 
back home, he claims. After several years of travelling, VanDyke returns home to his girlfriend, 
Lauren, and decides that he is done with travelling and ready to start a life with her.   
  
The Second trip 
However, not long after returning home, the revolution in Libya breaks out and he decides to 
travel back there to help his friends in the war against the dictatorship of Gaddafi. VanDyke 
travels to Egypt from where he is smuggled into Libya. When he meets Nouri again, he is 
changed and worried about the situation of his country and engaged in a dangerous fight for 
freedom and peace. Nouri provides VanDyke with a uniform and a gun and together with 
other rebels they are ready to fight the enemy. However, on a recon mission to Brega, they get 
caught in an ambush and VanDyke ends up spending about five months in prison. Once 
liberated, VanDyke goes back to the fight, even though he has the chance to travel home. 
Finally, he is engaged a war fighting with two weapons: his camera and his gun. During the 
revolution VanDyke covers two roles: he is a documentarist, an eyewitness to the revolution 
and a fighter. In some parts of the interview, VanDyke admits that he had problems in 
adjusting and shifting from one role to another, and that once in a while he had troubles in 
understanding what he was and what he was doing there. Although he finds it difficult to 
manage the dual role of filming and fighting, VanDyke is thrilled that he is no longer just an 
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observer, but that he is assuming the same risks as the Libyan fighters and doing what he 
considers the most important thing of his life: participating to the Libyan war. 
 
1.1.2 Historical context 
The Arab Spring of 2011 indicates a wave of protests and rebellions against the autocratic 
regimes in North Africa and the Middle East, which started in Tunisia in late 2010 (Davis 
2013: 1). 
Inspired by the Tunisian and Egyptian revolts, Libyan population started peaceful protests 
against the government of Muammar Gaddafi, who: 
“Had rejected western democracy by shelving the constitution, abolishing political parties, banning independent 
media outlets, and undermining civil society organizations. […] he took on absolute power without being elected 
or accountable to anybody” (Davis 2013: 61). 
Even though peaceful to start with, the protests turned into a revolution and a civil war that 
spread all over the country and whose epicentre was Benghazi. During the war, Gaddafi killed 
and wounded many civilians and managed to keep foreign media outside the country, in order 
to avoid other governments’ intrusion (Davis 2013: 63). 
On March 17th, the UN established a ‘no-fly zone’ over Libya, expecting that such procedure 
would destabilise Gaddafi. “On March 19, just a month after the rebellion had begun, the NATO began 
‘Operation Unified Protector’” (Davis 2013: 70), which succeeded in destroying strategic bases of 
Gaddafi government. However, the war continued for several months, and only towards the 
end of August the rebels managed to conquer the capital, Tripoli. “On October 20, Gaddafi tried to 
flee the city but was captured alive and shot dead” (Davis 2013: 74) and his regime finally reached an 
end. 
 
1.2 Problem field 
There are many different thoughts and images associated with the term tourism: beach, sun, 
warm weather etc.; and thus as well many different categories of tourism outlined within the 
field of tourism studies. However, when looking at the case of study, it becomes clear that the 
already outlined approaches to tourism do not adequately cover the form of tourism that the 
  11 
protagonist of the documentary sets out on. VanDyke’s form of tourism is clearly in direct 
opposition with mainstream/mass tourism (such as beach holidays, cruise tourism or city 
breaks tourism), but it is also not quite covered by more selective forms of tourism such as 
volunteer-tourism, adventure-tourism or safari-tourism. Since none of the existing definition 
includes the participation in a war or conflict as part of the tourist attraction, we find it 
necessary to introduce our own definition of the particular form of tourism VanDyke is an 
example of. In order to do that, we will present relevant literature, we have been inspired by, 
and point to the areas where it fails to cover and describe the phenomenon.  
  
1.2.1 Conflict Zone Tourism 
Generally speaking we could argue that VanDyke’s travel belongs to a category of the so called 
Dark Tourism, which is defined by Phillip Stone, Executive Director of The Institute for Dark 
Tourism Research at the University of Central Lancashire, as a form of “[...] travel to sites 
associated with death, disaster or the seemingly macabre [...]” (Stone 2014: 1). Stone argues that Dark 
Tourism “[...] focuses upon a relationship between tourism and mortality [...]” (Stone 2012: 1570). This 
rather broad category describes the wider field of study that the phenomenon of Conflict Zone 
Tourism could be related to as one of its subcategories. Undoubtedly, the fact that VanDyke 
travels to an area where he experiences death and disaster suggests that his travels are a part of 
Dark Tourism. However, Stone further argues that there is no universal typology of Dark 
Tourism, or even an universally accepted definition (Stone 2012: 1569).  Depending on the 
field of research, Dark Tourism includes many different areas, such as travels to witness public 
enactments of death, travels to see the sites of individual or mass deaths after they have 
occurred, travels to memorials or interment sites, travels to see evidence or symbolic 
representations of death at unconnected sites or travels for re-enactments or simulation of 
death (Stone 2006: 149). However, as Stone mentions, the definition of Dark Tourism is 
contested. Some scholars would probably not agree that visiting a memorial falls under the 
category of Dark Tourism. 
  
“The misconception that tourist visitation to war sites is an aspect of thanatourism, or dark tourism, which 
implies a ghoulish fascination with death and evil, is often, perhaps mainly, far from accurate. Most visitors to 
war graves for example, such as those in Northern France, do so out of a sense of pilgrimage and even 
obligation” (Buttler & Suntikul 2013: 5). 
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In one of the interviews in the documentary, VanDyke expresses that part of his motivation 
for going to Libya was to help his friends and the people in the revolution. One could argue 
that he did not travel because of ‘a ghoulish fascination of death and evil’ and neither out of ‘a 
sense of pilgrimage’ but that his motifs were related to helping and a sense of obligation. Stone 
presents a number of ‘products’ or visit sites of Dark Tourism that includes Dark Fun 
Factories (tours with a focus on entertainment), Dark Exhibitions (exhibitions designed to 
educate and create reflection), Dark Dungeons (like visiting prisons), Dark Resting Places 
(cemetery or graves), Dark Shrines (for mourners) and Dark Conflict Sites (Stone 2006: 152-
156). Out of these visit sites or products of Dark Tourism, visiting Dark Conflict Sites comes 
closest to covering  the case of this project. “Thus this category, termed here Dark Conflict Sites, 
revolve around war and battlefields and their commodification as potential tourism products” (Stone 2006: 
156). 
  
Even if the category of Dark Conflict Sites offers the focus on the battlefields and wars as sites 
of attraction, we argue that it does not go nearly far enough in the effort of describing the 
phenomenon we encounter in our case of study, since Dark Conflict Sites mainly focuses on 
historic battlefields that are not active anymore. Moreover, tourists who go to Dark Conflict In 
Point and Shoot we see a man who is travelling to battlefields that are active and his participation 
in the actual fight is a big part of the experience. Hence, our case shows that the existing 
literature is inadequate and has some limits. Thus, we need to find an approach that is better 
suited to engage with the documentary as a form of tourism practice. Similar to the Dark 
Conflict Sites but more suitable to describe VanDyke’s travels is the form of tourism to 
battlefields introduced by Mark Piekarz (2007) as Hot War Tourism. This kind of tourism 
focuses on locations: “Which are currently experiencing conflict and violence, or are still recovering from such 
events [...]” (Piekarz 2007: 158) and the tourists are driven by: 
  
“Stronger elements of the unknown, risk and rawness to the possible aesthetic of war, all of which can help 
contribute to provoking hot cognition and powerful emotional experiences, which can include fear, empathy, 
excitement, sadness and anger” (Piekarz 2007: 158). 
  
Piekarz seeks a definition of Hot War Tourism and argues that Dark Tourism is not fully 
covering it. Further, he draws on forms of tourisms that he sees as part of Dark Tourism, such 
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as Thanatourism, which seeks the actual encounter with death, Testosterone Tourism, which 
focuses on visiting an active war zone, and Danger Zone Tourism, which generally relates to 
travels that go to political hotspots (Piekarz 2007: 158). 
  
All these different definitions capture parts of VanDyke’s travel, but they do not fully cover it: 
he is aware of the presence of death and disaster, and he goes to an active war zone, which is a 
political hotspot, but he ends up actively participating in the conflict. Furthermore, Piekarz 
divides the hot war travelers according to their motivations as follow: 
  
• Hot cognition (e.g. shock, empathy, thrill seeking, reverence); 
• Opportunistic behaviour (e.g. this relates to not only financial gain, but also reputational gain, such as  
journalists taking risks to cover the story and gain more recognition, or travellers gaining the kudos of a good 
story); 
• An obligated activity (e.g. a peacekeeper, aid worker, with pilgrimage travellers being something of a grey 
area); 
• The search for new (e.g. a new destination untouched by tourism, or new destination markets). 
(Piekarz 2007: 167) 
  
A combination of these different motifs is found in Point and Shoot. The search for the new and the 
unknown is shown by VanDyke’s search for extraordinary experiences that can help him in 
defining himself as a man. Moreover, VanDyke seems to cover the motivation of hot cognition 
when he describes how his experiences entail an adrenaline rush that pushes him forward 
towards more extreme adventures. Traces pointing to an obligated activity can also be found in 
VanDyke’s motivation of his second trip, as he goes back to Libya out of a sense of urgency: 
he feels that he has to help and cannot stay home and watch the war as a spectator. Lastly, 
there is a strong sense of opportunistic behaviour: a big part of his journey is based on filming a 
documentary about himself, that can validate his identity as a man; throughout the 
documentary it becomes explicit how he is searching for recognition and acceptance from his 
girlfriend, his Libyan friends, the US soldiers he meets and foreign reporters covering the war 
in Libya. Therefore, to some extent the concept of Hot War Tourism can help describing the 
phenomenon that VanDyke is part of and his motivation for travelling. 
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Moreover, we could also argue that VanDyke’s motivation to help and create a change (Point 
and Shoot 30:39) almost transcends him to a kind of a volunteer tourist. They 
  
“[...] are seeking a tourist experience that is mutually beneficial, that will contribute not only to their personal 
development but also positively and directly to the social, natural and/or economic environments in which they 
participate” (Wearing 2001: 1). 
  
The different categories described above, including Dark Tourism, Hot War Tourism and 
Volunteer Tourism, can help to explain parts of the phenomenon which VanDyke’s journey is 
an example of, but they fail to highlight the active participation in the conflict and thereby the 
transformation of the classic tourism motif of seeking adventure by touring the world in search 
for manhood to an armed fighter in the Libyan revolution. Hence, the main distinction we 
identify between Hot War Tourism and Conflict Zone Tourism is the active participation in a 
conflict. 
  
After a first glance at the documentary, it becomes clear that active participation and 
performing are essential parts of both VanDyke’s search for manhood and his involvement in 
the Libyan revolution; silent watching does not fit either the image of the masculine adventurer 
or the altruistic freedom fighter. Therefore, we find it useful to consult the broader field of 
tourism studies in order to examine the concepts of gazing and the performance turn in order 
to better define the phenomenon of Conflict Zone Tourism. 
 
One last concept present in the tourist field of study relevant to our case is the performance 
turn. The performance turns implies that the tourist experience is not only about visual aspects 
but also about feeling, acting, doing and touching (Haldrup & Larsen 2010: 3): 
  
“[...] the performance turn highlights how tourists experience places in multisensuous ways that can involve 
multiple bodily sensations [...] metaphorically speaking, in addition to looking at stages, tourists step into them 
and enact them corporally” (Haldrup & Larsen 2010: 3). 
 
 
 
  15 
1.2.2 Definition and research question 
In order to provide a satisfying definition of the phenomenon represented in the documentary 
we thus combine parts of the phenomena of Dark Tourism, Hot War Tourism and Volunteer 
Tourism with more conventional concepts from tourism studies such as performance, gaze 
and authenticity, which will be further described in the theoretical perspectives,  that lead to 
the definition of the Conflict Zone Tourist as follow: 
A Conflict Zone Tourist travels to locations, which are currently experiencing conflict and 
violence and are associated with death and disaster. The tourist is interested in sites of combat, 
such as battlefields.  The motivating factors of the Conflict Zone Tourists are hot cognition, 
looking for recognition, the feeling of obligation or/and self-development. A Conflict Zone 
Tourist participates or performs in multi-sensuous ways the act of war. The authentic 
experience is represented through signs of the raw, dangerous and risky in exotic locations. 
Based on an initial definition of Conflict Zone Tourism, we examine the case of Point and Shoot 
in order to further conceptualise the phenomenon. As we seek to establish and argue for this 
concept it also becomes necessary to focus not only on the potential of the concept but also its 
limitations. We will do this following our guiding research question:  
How can the documentary Point and Shoot be used to further establish and describe the phenomenon 
Conflict Zone Tourism? 
The following working questions should help to guide us through the project: 
● How can we theoretically explore Conflict Zone Tourism in Point and Shoot? 
● How is Conflict Zone Tourism represented in Point and Shoot? 
● What shows Matthew VanDyke as a Conflict Zone Tourist? 
● How can we describe VanDyke’s actions and use of language? 
● What is Matthew VanDyke doing that makes him transgress the limits of Conflict Zone 
Tourism? 
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2. Theoretical perspectives 
In the following chapter we will presents the theoretical framework and foundation for the 
analytical part of this project. We will start out describing the film genre of documentary, 
drawing on the perspectives of the film critic and theoretician Bill Nichols. Afterwards we will 
explain the work of representation on the basis of the cultural theorist Stuart Hall. Finally, we 
will describe relevant themes from the field of tourism studies based on the perspectives of 
John Urry & Jonas Larsen.  
 
 
2.1 Documentary 
This section of the project aims at introducing and offering a definition of the genre of 
documentary. Furthermore, we present the four modes of documentary individuated by Bill 
Nichols in relation to our case of study. Our purpose is to use this categorisation not to 
individuate precisely which kind of documentary Point and Shoot is; but rather it is to stress the 
problematic issue of authenticity: even though documentaries are often associated to an 
objective representation of reality, they are not necessarily always impartial, because every 
documentarian has interests and specific purposes behind its production. We do not aim at 
having a philosophical approach to the genre of documentary, we do not want to individuate 
where the truth lies nor we desire to analyse ethical issues about the production of 
documentaries. Rather, we want to use this section in order to show the reader that we are 
aware that what one sees in a documentary should not be considered uncritically objective only 
because of its genre.  
2.1.1 An introduction to the genre 
The word ‘documentary’ elicits the idea of an objective representation of reality and 
authenticity. People presume that documentaries portray real facts and, as Bill Nichols affirms, 
“As viewers we expect that what occurred in front of the camera has undergone little or no modification in order 
to be recorded on film and magnetic tape” (Nichols 1991: 27). 
 
Due to its variety of techniques, modes, styles and issue addressed, documentary is not a fixed 
practice or concept, and thus it is difficult to define it precisely (Nichols 1991: 12). 
Documentaries are different from fictions because they: 
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“Address the world in which we live rather than a world imagined by the filmmaker.  […] They are made with 
different assumptions about purpose, they involve a different quality of relationship between filmmaker and 
subject, and they prompt different sorts of expectations from audiences” (Nichols 2010: xi). 
 
In order to better identify the genre, Nichols presents three helpful and at the same time 
misleading common sense assumptions about documentaries. The first one says: “Documentaries 
are about reality; they’re about something that actually happened” (Nichols 2010: 7). In the case of Point 
and Shoot the conflict in Libya is happening and is therefore ‘real’. However, the documentary 
does not center around the conflict, but around the main character, Matthew VanDyke, and his 
participation, experiences and reflections. He is staging himself in certain ways in a conflict. 
However, representing reality is not only a property of documentaries; in fact, fictions can 
address history facts, too. The difference is that documentaries do not introduce new facts, 
rather they focus on real and historical events and they provide verifiable evidence, while 
fictions represent facts allegorically (Nichols 2010: 7-8). 
  
The second assumption, “Documentaries are about real people” (Nichols 2010: 8), needs as well 
modification, because fiction films are about real people, too. The difference is that fictions 
have actors, while documentaries have people, who do not play a role (Nichols 2010: 8). 
However, one could argue that when people are characters in a documentary film, they can 
‘perform’, and play the role of ‘themselves’, because of the presence of a camera, which can 
change people’s ways of behaving. It could be the case, that when being on camera, ‘real 
persons’ would ‘perform’ themselves, but a little more exaggerated, than while they are not 
recorded - and thus they would ‘change’ from being ‘real’ to be ‘performing’. 
  
The last assumption concerns the story-telling power of documentaries: “Documentaries tell stories 
about what happens in the real world” (Nichols 2010: 10). Such statement is problematic because 
quite open and ambiguous: it is not clear whose story is told, if the one of the subjects or the 
filmmaker. By starting from these assumptions and adjusting them, Nichols suggests a 
definition of the genre: 
 
“Documentary film speaks about situations and events involving real people (social actors) who present 
themselves to us as themselves in stories that convey a plausible proposal about, or perspective on, the lives, 
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situations, and events portrayed. The distinct point of view of the filmmaker shapes this story into a way of 
seeing the historical world directly rather than into a fictional allegory” (Nichols 2010: 14). 
 
Documentary modes o f  Representat ion 
Even though it is difficult to categorise documentaries, because of the many different 
techniques, styles etc., Nichols suggests a classification of documentaries based on their 
recurrent commonalities and features (Nichols 1991: 32). However, such system is not fixed 
and documentaries “can be classified in relation to multiple models and modes” (Nichols 2010: 154). 
  
Our case of study is a documentary that won two awards and several nominations, including 
being the winner of the Best Documentary Award at the Tribeca Film Festival, Special Jury Prize at 
Little Rock Film Festival and Special Jury Prize at Independent Film Festival Boston. However, 
it is not a ‘typical’ documentary, where the documentarian travels somewhere in order to 
investigate an issue, interview people and persuade the viewers of his cause. Rather, Point and 
Shoot is a documentary about VanDyke’s ‘crash course in manhood’ and his own recordings of 
his experiences. Most of the recordings and conversations of the documentary are not 
recorded by the director, Marshall Curry, but by VanDyke. Therefore, there are two important 
‘framings’ or ‘representations’, that we have to consider in our work with the documentary.  
 
When analysing the documentary, we need to be carefully aware of this ‘double agency’ 
(VanDyke, the protagonist and the one recording the events; and Marshall Curry, the 
filmmaker). During the interview, VanDyke reflects upon the fact that he spent a lot of time 
taking the same shot many times just in order to have the perfect one; hence, what we see is 
already a selection of VanDyke ‘best shots’ - or at least the way that VanDyke would like to 
represent himself to the viewer (and to himself). In fact, there are most likely some 
experiences, that he does not want to show and therefore does not record. Furthermore, 
VanDyke is not the only person editing and cutting his recordings, Marshall Curry (and 
presumably many others). Marshall Curry, creates a film out the many hundred hours of 
footage, that VanDyke captured during his four years of travelling. The film is 1 hour and 18 
minutes long, therefore many hours have been deselected and only a few are presented in the 
film. This means, that the documentary tells a story that has been sharply angled and framed in 
certain ways. Perhaps, the hundreds of hours of footage could have told several different 
stories, when edited, but they chose to tell one specific story. Due to the presence of two or 
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more editors, it is hard to define which point of view is predominant; one might assume that it 
is VanDyke’s, because if the reality of the event would have been too distorted by the process 
of editing, he would probably not have accepted to release the video. However, the filmmaker 
plays an important role in framing, too. Furthermore, what VanDyke did can be said closer to 
the genre of reality television, rather than documentary; and with the intervention of Marshall 
Curry, VanDyke’s recordings, together with an interview, were organised and used in order to 
create a documentary. Thus, Point and Shoot could be defined as a ‘documentary about a real life 
recorded experience’. 
 
Now we shall proceed to illustrate three main categories of documentaries, in order to show 
that such genre is not necessarily always objective and representing authenticity. 
 
1) Expository mode 
It “addresses the viewers directly, with titles or voices that advance an argument about the historical world” 
(Nichols 1991: 34) and it generally uses a ‘voice-of-God’ that shows the events talking directly 
to the viewer. The impression is the one of an objective and well-substantiated judgement. The 
issue related to such type of documentary is related to the ethical questions of whom the voice-
over stands for, which point of view it expresses and how the viewer can know if the voice is 
actually objective or is trying to persuade them (Nichols 1991: 34-35). 
 
In Point and Shoot there is no voice-of-God and the viewer does not have the impression of a 
completely objective presentation of the facts, since it is the protagonist, who has lived the 
events in first person and talks about them. 
 
2) Observational mode 
While the expository mode is more focused on the voice over rather than the images, the 
observational mode is characterised by the non-intervention of the filmmaker: “In its purest form, 
voice-over commentary, music, and even interviews are completely eschewed” (Nichols 1991: 38). 
  
Our case study cannot be defined a ‘pure’ observational documentary, because even though 
the documentarian is never visible, there is a person who interviews VanDyke about his 
experience. However, in Introduction to documentary Nichols defines the observational mode as 
the one that “look(s) on as social actors go about their lives as if the camera were not present” (2010: 150). 
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Following this definition, most of the documentary is represented by VanDyke’s recording and 
comments about his adventure. In this case, there is no voice-over, but simply the facts 
happened while VanDyke travelled - although he comments his actions once in a while. One 
might consider this the most objective mode of documentaries; however, one should not 
forget that the documentarian (in our case VanDyke) can decide how to edit, what to show 
and cut, which angles to use etc. How can the viewer know which scenes were cut from the 
final version of Point and Shoot? How can we know if VanDyke was influenced in his behaviour 
by the presence of the camera? Would have VanDyke behaved differently if the camera was 
not present? 
 
3) Interactive mode 
In this mode the filmmaker talks to the subjects of his documentary: “Interactive documentary 
stresses images of testimony or verbal exchange and images of demonstration (images that demonstrate the 
validity, or possibly, the doubtfulness, of what witnesses state)” (Nichols 1991: 44). 
 
As previously mentioned, Point and Shoot has a voice-over which interviews VanDyke, but it 
does not take a lot of space and mainly leaves room for VanDyke to speak. One might argue, 
that such voice influences the direction of the conversation and it helps to focus on some 
topics rather than others. Though, what is more interesting in our analysis is not the comments 
of the interviewer, which are rare and are mostly questions about VanDyke’s experience; 
rather, VanDyke’s own comments and answers about his experience. 
 
Finally, documentaries do not necessarily represent objectively the reality and facts and; 
 
“Documentary filmmakers often take on the role of public representatives. They speak for the interests of others, 
both for the individuals whom they represent in the film and for the institution or agency that supports their 
filmmaking activity” (Nichols 2010: 43). 
 
Thus, one may ask how much we can rely on documentaries and how objective the facts 
presented are. However, the focus of our analysis is not on finding where the truth lies. With 
this section we want to show, that we are aware, that we need to be critical about what heard 
and seen on the screen, and that we do not uncritically accept everything VanDyke shows and 
explains to the viewer. 
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2.2 Tourism and Representation        
The starting point for the choice of theory has been the case of study: the documentary Point 
and Shoot. In order to analyse the case and the phenomenon of Conflict Zone Tourism, we 
consider it important to use the theory of representation as presented by Stuart Hall and the 
theory from the field of tourism studies outlined by John Urry & Jonas Larsen. Both Hall and 
Urry are established authorities in each of their fields and combined, they can supply us with a 
theoretical framework to conduct our analysis. The case is presenting us to a form of tourism 
within the wide field of tourism. In our process of research on tourism and the phenomenon 
we have experienced, that there is a lack of relevant literature about the field, therefore we find 
it necessary to focus on parts of the existing theory, which can be relevant to our analysis of 
the documentary. We will draw on and combine certain concepts from the field of tourism 
studies, connect them with theory of representation in order to build a way of talking about 
Conflict Zone Tourism. The methodological approach to the analysis of this project is referred 
to as ‘Bricolage’ and will be accounted for in the Methodology section.  The following part will 
not present a full overview of the theories of Hall and Urry & Larsen; rather, it will outline 
only the relevant parts of the theory in relation to the case of study. 
  
Hall’s theory of representation provides us with a tool in the analysis, that can cast light on and 
further give us an understanding of the phenomenon of Conflict Zone Tourism. Hall will be 
the theoretical glasses that we can put on in the analysis of our case. John Urry’s Tourist Gaze 
3.0 provides a useful tool for understanding the phenomenon of the kind of tourism which 
VanDyke is part of and it supplies us with the terminology of popular mass tourism, that can 
be partially build upon in order to investigate and analyse the concept of Conflict Zone 
Tourism. In Urry’s work, the concepts of gaze and authenticity and the theory of photography 
and The Performance Turn are presented in connection to the general phenomenon of mass 
tourism; however, we argue that they as well are relevant in order to understand both the 
concept of Conflict Zone Tourism and VanDyke’s journey. 
  
2.2.1 The Work of Representation: Stuart Hall 
In this project we are investigating meanings that are being constructed and produced about 
the phenomenon of Conflict Zone Tourism in the case of the documentary Point and Shoot. 
Therefore, Hall’s theory of cultural representations and signifying practices is of great 
  22 
relevance, because it focuses on how meaning is created through the use of language, visual 
representations and their interplay. 
  
Representat ion 
Stuart Hall has a constructivist approach to meaning in language, which understands language 
as a phenomenon that is socially and culturally created. The concept of representation has come 
to take a significant place in the study of culture, since it is this process that connects meaning 
and language to culture (Hall 1997: 15). Hall describes the concept of representation briefly as 
“[…] the production of meaning through language” (Hall 1997: 16). However, according to Hall, this is 
a too simplified explanation of a complex process which is about using language - in every 
form - to express oneself meaningfully to other people. 
  
“Representation is an essential part of the process by which meaning is produced and exchanged between 
members of a culture. It does involve the use of language, of signs and images which stand for or represent 
things” (Hall 1997: 15). 
  
According to Hall people are able to share their thoughts and ideas about the world with each 
other, because they share a conceptual map, which means that they make sense of and interpret 
the world in roughly the same ways (Hall 1997: 18). The conceptual maps allows us to share 
our thoughts and express our ideas about the world. According to Hall, to share broadly the 
same conceptual maps means that you belong to the same ‘culture’ (Hall 1997: 18). 
  
“Because we interpret the world in roughly similar ways, we are able to build up a shared culture of meanings 
and thus construct a social world which we inhabit together. That is why ‘culture’ is sometimes defined in terms 
of ‘shared meanings or shared conceptual maps’” (Hall 1997: 18). 
 
However, nobody carries the exact same conceptual map. In fact, each human being probably 
makes sense of and understand the world in his own unique and individual way (Hall 1997: 18). 
  
There are two systems connected to representation and the overall process of constructing 
meaning, Hall refers to these as mental representations and language (Hall 1997: 17). The first 
system of representation is about the process where all sorts of objects, people and events in 
our world are connected with a set of mental representations that we carry around in our 
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consciousness. They make it possible for us to understand and interpret the world 
meaningfully. These are the concepts and images formed in our thoughts that ‘stand for’ and 
thereby represent the world (Hall 1997: 17). The mental representations enable us to refer to 
things inside and outside our mind. We form concepts of things that we can perceive, like 
material objects. However, we also form concepts of the things, that we cannot see, feel or 
touch. That could for an example be the concept of love, hate, mermaids or angels, which are 
rather abstract phenomena. In this way we form concepts of things, that can be part of the 
‘real world’ or our fantasy (Hall 1997: 17). 
  
The second system of representation is about language, which we have to use to share our 
concepts and ideas with other people. Our shared conceptual map must be translated into a 
shared language, which can allow us to share our understandings with certain words, sounds or 
images. (Hall 1997: 18). Hall refers to these words, sounds and images as signs, which we can 
use to express our experiences and communicate our thoughts to each other. The different 
signs can stand for or represent a concept and thereby carry a specific meaning. In this context 
language is to be understood in a very inclusive and broad way, since it does not only include 
the spoken language but also written words, images, sounds, music, body language, facial 
expressions and so on (Hall 1997: 18-19). 
  
“Any sound, word, image or object which functions as a sign, and is organized with other signs into a system 
which is capable of carrying and expressing meaning is, from this point of view, ‘a language’ ” (Hall 1997: 
19). 
  
Anything that can function as a sign and can be organised with other signs into a system, that 
is able to carry and express meaning is from this perspective ‘a language’ (Hall 1997: 19). 
  
By creating connection between our mental representation and our language we construct 
meaning, and together this is the process of Representation (Hall 1997: 19). According to Hall 
the relation between the sign, the concept and the object is arbitrary, which means, that the 
connection between the sign and the thing that it represents is random. It is us, who have 
constructed and created the relation between sign, concepts and objects. The different things 
in the world, including people, objects and events, do not themselves have an embodied, fixed 
and ‘true’ meaning, but it has instead been fixed by the people of a culture (Hall 1997: 21).“The 
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meaning is not in the object or person or thing, nor is it in the word. It is we who fix meaning so firmly that, 
after a while, it comes to seem natural and inevitable” (Hall 1997: 21). 
  
The meaning is constructed and fixed by the code, that is set up between our conceptual map 
and our language, so that every time we think about the sun, then the code will tell us that we 
in our culture use the sound SUN and the letters s-u-n. The meaning is fixed socially in a 
culture. Our societies are build around these different codes. As children we are raised into 
these codes and systems. We are unconsciously being internalised and become ‘cultural 
subjects’ (Hall 1997:22).  
 
It is of great relevance to point out, that the constructed meanings are not constant, but is in 
perpetual development and change. The meaning of words can change over time and carry 
different meanings according to the context (Hall 1997: 21-24). 
 
Semiot i c s  and discourse  
Hall describes two perspectives from which one can look at representation, including the 
semiotic and discursive approach. The semiotic approach focuses on language, including words, 
sounds, images, objects, paintings, pictures, activities and so on. It therefore provides a method 
for analysing how visual representations carry and communicate meaning (Hall 1997: 31, 36 & 
41).The Swiss linguist Ferdinand de Saussure created the theoretical foundation for the 
development of what we know as semiotics today, therefore he is recognised as the father of 
modern linguistics  (Hall 1997: 30 & 36). Semiotics is a general approach to the study of signs 
within a culture. The word ‘semiotic’ derives from the greek word ‘semeion’, which means 
‘signs’ (Hall 1997: 36). The argument behind the semiotic approach is, that since all cultural 
objects carry meaning, they must make use of signs and therefore work like a language to 
convey their meaning (Hall 1997: 36). The production of meaning depends on language, and 
the semiotic approach considers language as a system of signs. Here, again, language must be 
understood in an inclusive way where words, sounds, facial expressions and so function as 
signs within a language and therefore express or communicate specific ideas (Hall 1997: 31). 
According to this approach activities can further be treated as signs and therefore as a language 
through which meaning is communicated, since they construct meaning and carry a message 
(Hall 1997: 36). Even material objects can function as signs and hereby carry and communicate 
meaning. Saussure argues that there is a relationship between the two elements that he calls the 
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signifier and the signified (Hall 1997: 31). The signifier is the actual word, image, photo or similar, 
whereas the signified is the idea or concept that you carry around in your head. An example of 
this could be that every time one hears, reads or sees the word or image of a teddy bear (the 
signifier) the concept or idea of a soft, brown, cuddly bear pups up in his head (the signified) 
(Hall 1997: 31). Both the signifier and the signified produce meaning but it is the culturally 
fixed relation between them which sustains the representation (Hall 1997: 31). 
  
The discursive approach to representation looks at how social knowledge and meaning is being 
produced through discourses in a society and questions the power relation that it creates 
between people (Hall 1997: 41-42). This approach focuses on the more broad and general 
tendencies in society, where knowledge and power play important roles (Hall 1997: 42). Hall 
makes use of Michel Foucault’s understanding of discourse, which is based on that social 
knowledge is produced through discourses and not only through language (Hall 1997: 42). 
  
The discursive approach analyses how human beings understand themselves in their culture 
and how specific meanings and understandings come to be produced in different historical 
periods (Hall 1997: 43). Starting on Foucault’s thoughts, Hall describes the concept of 
discourse in the following way: 
 
“A group of statements which provides a language for talking about - a way of representing the knowledge about 
- a particular topic at a particular historical moment. Discourse is about the production of meaning through 
language” (Hall 1997: 44). 
  
The concept of discourse is from this perspective supposed to be understood not only as a 
pure linguistic concept, but as a concept that is about language and practices (Hall 1997: 44). 
Discourses regulate and control the way we relate to specific things, objects, phenomena and 
people in the world. The discourses limit and restrict our ways of talking, writing, acting and 
relating to different phenomena (Hall 1997: 44). They decide which meaning we ascribe to 
things, people and phenomena, and thereby how we will understand and behave towards the 
specific given thing (Hall 1997: 44). 
  
According to Foucault, discourse never consists of only one statement, one text, image or so. 
Rather, a discourse is a characteristic of the ‘way of thinking’, that will appear across a wide 
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range of texts, images and as other forms of conduct within society (Hall 1997: 44). Further, 
Foucault believes, that nothing meaningful exists outside the discourse. That does not mean 
that objects cannot have a material existence in the world, but rather, that discourses are what 
produces knowledge about these objects and thereby they exist within a discourse (Hall 1997: 
44-45). 
2.2.2 The Tourist Gaze: John Urry & Jonas Larsen 
As previously mentioned, in this section we are going to outline the terminology of popular or 
mass tourism in order to develop our own way of talking about Conflict Zone Tourism . We 
will be selective in presenting some of the different positions and theories within the field of 
tourism, which are outlined in the Tourist Gaze 0.3. Moreover, in this chapter we do not only 
aim at describing and accepting the theory as it presented to the reader; rather, we wish to be 
critical and want to question some of the concepts presented in the book. 
  
Tourism 
Even though there are many forms of tourism and different reasons for travelling, Urry & 
Larsen present some ‘minimal characteristics’, which conventionally describe the practice of 
tourism: tourism is a leisure activity, which involves a generally short-term movement to a new 
place and the return to home.  
 
Societies, places and the people that are often visited by tourists, are organised in order to cope 
with the gaze of tourists. Tourists travel to certain places because they have some expectations 
and desires, constructed through movies, literature, brochures, videos etc. People travel and 
gaze at places, because they can be out of the ordinary. Finally, “The gaze is constructed through 
signs, and tourism involves the collection of signs” (Urry & Larsen 2011: 4). The tourist, defined by 
Valene Smith as “a temporarily leisured person who voluntarily visits a place away from home for the purpose 
of experiencing a change” (1989: 1), returns home after a short period. The notion of tourism often 
implies the idea of comfortable relaxation with friends and family in a safe environment. 
However, tourism is not only to be associated with beach, sun and warm weather, and within 
the overall concept of tourism exists a broad variety of branches or subcategories each 
referring to its own distinctive attributes. Among the different subcategories of tourism it is 
possible to find: “[…] responsible tourism, authentic, green, integrated, adventure, ethnic, and nature-based 
tourism” (Singh 2005: 4). Singh affirms that nowadays “There is a growing appetite for the extreme and 
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unusual environments that the industry is offering to tourists who are interested in bizarre experiences” (Singh 
2005: 1). As previously presented in the introduction, there is an increasing trend in seeking 
out new and adventurous experiences and new forms of ‘extreme tourism’ are developing in 
our modern society. However, VanDyke’s adventures are far from being similar to the tourist 
who travels for practising bungee-jumping, rafting or climb mountains. 
  
The Per formance Turn 
Among the different concepts presented in the Tourist gaze 0.3, The Performance Turn is 
particularly relevant in relation to our case: VanDyke does not only gaze at other people and 
the war; rather, he participates in the war and is engaged in the revolution. As we have noted in 
the introduction of this project there has been a change in paradigms within tourism studies 
referred to as The Performance Turn. The Performance Turn indicates that the activity of 
tourism is not only about seeing or gazing but also about touching, smelling, hearing, acting 
and doing. As such tourists should not only be thought of as silent spectators but as part of the 
greater performance that involves tourists, hosts, objects and settings. Many theorists within 
tourism studies have challenged Urry for focusing too much on the visual part of tourism 
(Urry 2011:190). In the Tourist gaze 3.0 Urry and Larsen bring the performance into play and 
argues that the concept of gazing is performative and that the two paradigms – gazing and 
performance – should be examined in light of each other instead of seen as each other’s 
opposites (Urry 2011:190). Urry and Larsen argue that: 
 
“[...] it has never been the intention to argue that vision is the only sense through which tourists encounter places 
and that the tourist gaze can explain all aspects of tourism encounters” (Urry 2011: 195). 
 
Therefore, Urry and Larsen outline how the concept of performance can attribute to the 
concept of gazing and vice versa. In the following we will briefly outline the characteristics of 
The Performance Turn and its relation to the tourist gaze as it has implications for our later 
analysis and for the concept of Conflict Zone Tourism. The Performance Turn is inspired by 
the dramaturgical vocabulary of Erving Goffman and indicates that the tourism studies needs a 
new language that not only deals with seeing but also involves other senses of the tourists’ 
experience: 
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“The Performance Turn highlights how tourists experience places in multi-sensuous ways that involve bodily 
sensations and affect. It is said that tourists have become bored of being mere spectators and that many tourism 
activities – adventure tourism – explicitly provide active, multi-sensuous bodily sensations, affect and actions” 
(Urry 2011: 190). 
  
As new ways of tourism such as adventure-tourism or volunteers-tourism evolve we need a 
new language to analyse what is at stake. This language has been developed by using Goffman 
and thereby  implying  that  tourism and tourist places are staged and choreographed and can 
be analysed by drawing on a vocabulary referring to the theatrical world of actors, performers, 
directors and improvisation. The tourist can be seen as the actor that moves on a stage and is 
directed or choreographed by signs, tour guides and invisible cultural codes. In this sense the 
tourist moves from being the silent audience and becomes part of the performance. As such 
“through the lens of The Performance Turn, tourism is a doing, something accomplished through performances” 
(Urry 2011: 191). The tourist performance involves many different agents and is almost never 
carried out by individuals alone but together with friends or family that can be referred to as 
teams. This makes the tourist performance a social enterprise and not only about: “consuming 
(new) places, but also an emotional geography of sociability, of being together with close friends and family 
members from home” (Haldrup and Larsen, 2010:ch. 2). 
  
However, the performances, that the tourists are part of, are often staged appositely for them. 
For instance, it is common knowledge that some tourists tends to be fascinated by ‘local 
activities’, tribal dances or typical food markets and these sometimes are staged and created 
appositely for attracting them. The questions, one may rise and which are not answered by 
Urry, are: how much of what is offered tourists is real and how much is orchestrated? 
  
It is important to note that this performance is not only guided by people and settings but is 
also something that is guided by norms, habits and values. As put in The Tourist Gaze: “Tourists 
never just travel to places: their mindsets, habitual practices and social relations travel unreflectively  along with 
them”(Urry 2013: 192). When we travel we already have a set  idea on what tourism is and 
where to look, what to gaze at, experience or value tourist objects, because it has been 
previously framed by many factors (internet, images, stereotypes, movies etc.). The 
performance is therefore never for the first time but pre-learned and inherent; in Goffman’s 
words: “We all act better than we know” (Urry 2013: 192).  In spite of this, it is important to 
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remember that The Performance Turn also supplies the actors on the stage of tourism with 
agency. It is not always that tourists follow the script. Instead The Performance Turn leaves 
room for improvisation and creativity for the tourist: they are not simply reproducing existing 
discourses but also producing new ones. As well as the role of the tourist is not fixed neither is 
the tourist place. Rather tourist places can change over time depending on how they are used, 
acted upon or staged.  In  this  view  tourist  places  are  produced  and  reproduced through 
tourist performance and gazing and can be given many styles and meanings. The performance 
does not only involve stage (sites) and actors (tourists), but it includes props or objects that can 
be labelled technologies. These material technologies influence the experience and can be 
anything from camera, hiking boots to seats on the bus. If the hiking boots are uncomfortable 
they influence the experience in a negative way. It is these material objects that in someway 
enliven and make the tourist-performance possible; without the camera it would not be 
possible to take pictures of touristic sights. This is where the concept of affordance comes into 
play. Affordance is the relation between an object and an organism that enables certain actions 
or performances. E.g. a bus enables the performance of touring or sunscreen enable the 
performance of sunbathing. As such affordance is important in analysing tourist performances. 
  
We have accounted for The Performance Turn in tourism studies according to Larsen and 
Urry. This has been done in order to create the basis for the analysis of documentary and the 
concept of Conflict Zone Tourism, which as well as gazing also entails aspects of performance. 
During the following we will focus on concepts such as authenticity, gazing and photography. 
When relevant we will draw circles back to the idea of performance. 
  
Tourism: an ‘out  o f  the ordinary ’  or  pre-packaged exper ience? 
In tourism the term of authenticity is much debated. When tourist travel they are inclined to 
search for the authentic local culture of the destination, the real lives of the locals. This chase 
for authenticity uncovers a dilemma within tourism studies because tourists on the one hand 
stay in so-called non-places (such as hotels) but at the same time are exposed to somewhat 
authentic display  of  local  culture (heritage places, typical dance arrangements). In this debate, 
some scholars argue that the ‘authentic culture’ does not exist, because all cultures are invented 
and modified over time (Urry 2011: 11). 
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Some scholars argue that what tourists experience is ‘pseudo-events’, since when they travel, 
they enjoy inauthentic and artificial attractions appositely created for them, rather than the 
‘real’ world. In fact, when tourists travel, they are placed in a very circumscribed world: they 
stay at hotels, enjoy conventional tourist sights and attractions created for them, and the 
indigenous cultures are often superficially represented (Urry 2011: 7-9). 
  
And others argue that all tourists ‘embody a quest for authenticity’ and are interested in ‘real 
lives’ which are different from their own experience (Urry 2011: 10). We are interested in the 
issue of authenticity, because it is a concept relevant to our case: what is VanDyke looking for 
when he travels? Does he look for and experience the ‘authentic Libya’? Is VanDyke 
experiencing the authentic or a staged performance? In the beginning of the documentary 
VanDykes actions and choices of words imply, that his reason for travelling in the first place 
stems from a desire to 1) get a concrete and first hand experience with Arabic culture and 2) 
define and establish a ‘pure’ masculine self. Urry and Larsen outline different positions 
concerning the problem of authenticity; here we will reproduce the ones relevant to our case. 
What becomes interesting when discussing authenticity is that the symbols, objects or signs 
representing it are not stable and fixed, but can change depending on the glasses you look 
through and the context you are within. Two tourists can travel to the same destination but, 
depending on what kind of tourists they see themselves as, they will look for different signs 
representing the authentic. For some tourists it will be the nature, for some the culture of the 
locals and for others again it will be scenes from everyday life such as shopping groceries at a 
market. However, Urry and Larsen do not consider the quest for authenticity: 
  
“The basis for the organisation of tourism. Rather, one key feature would seem to be that there is a difference 
between one’s normal place of residence/work and the object of the tourist gaze. Now it may be that a seeking 
for what we take to be authentic elements is an important component here, but that is only because there is in 
some sense a contrast with everyday experiences” (Urry 2011: 13). 
 
Hence, they argue that tourists are attracted by experiences which are out of their ordinary life 
and opposite to what they normally experience. 
  
Conflict Zone Tourism does not seem to fit into any one of these different positions; rather, it 
seems to cover and touch them all at the same time. Conflict Zone Tourists are looking for 
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authenticity and as well for places and experience which are out of ordinary. However, it is 
difficult to offer some generalisation, since it is a new rising phenomenon and we are only 
focussing on a single case.  
  
Gazer and gazee 
As  we  noted  earlier,  tourism  is  not  only  about  sightseeing  and  gazing; rather,  it  is  a 
multi-sensuous experiences, which involves all different senses (Urry & Larsen 2011: 14-15). 
Even though, vision is probably the most predominant sense, to gaze does not only mean 
seeing but it involves “interpreting, evaluating, drawing comparisons and making mental connections 
between signs and their referents, and capturing signs photographically” (Urry & Larsen 2011: 17). 
  
Since the gaze is related to the expectations, class, gender, nationality, age and education of 
who gazes, it does not exist a universal or immutable gaze; thus “tourists look at ‘difference’ 
differently” (Urry 2011: 2). Even though tourists are not the only ones gazing, they tend to 
dismiss the presence of the locals’ gaze (Urry 2011: 205). The relation between gazer and gazee 
“is normally described as an asymmetrical power relationship where the gazer powerfully constructs and 
consumes the gazee, with little resistance from the powerless host” (Urry 2011: 204). Such relation 
between gazer and gazee is described by Maoz’s concept of ‘mutual gaze’: 
  
“The mutual gaze makes both sides seem like puppets on a string, since it regulates their behaviour It results in 
mutual avoidance, remoteness, and negative attitudes and behavior. There are no defined ‘dominators’ and 
‘dominated’, as both groups simultaneously undergo and exercise power” (Maoz in Urry & Larsen 2011: 
205). 
  
This project is not interested in finding if there is a dominators/dominated relation  between 
the gazer and gazee, or if the locals have some sort of power or if they are subdued to 
VanDyke’s gaze. Instead we are interested in analysing in depth the relation between how 
VanDyke perceives himself and his activity and how gazing at the other is an inherent part of 
the documentary’s narrative. At the same time the locals are gazing back at Mathew. 
 
Vision and photography 
In the following paragraph the relation between photography and the gaze is explained. The 
assumption behind this part is that it is possible to make a comparison between the action of 
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taking a picture and the one of recording a video. Therefore, even though the chapter will 
discuss the importance of the photograph in relation to the gaze as explained by Urry and 
Larsen in the chapter Vision and photography (Urry & Larsen 2011: 156-188), we argue that it is 
possible  to  consider such  theory valid  and  applicable  to  our  case  as  well  (i.e.  video 
recordings). 
  
The development of collective travel combined with the invention of the photography made it 
possible for the tourist to gaze at the world (Urry & Larsen 2011: 165). Photography allowed 
poor people to see the world through the photographs taken by others; it made it possible to 
freeze and make permanent a certain place at a certain time, and soon: 
  
“The camera became promoted as an indispensable tourist object because it enabled families to ‘story’ their 
experiences that can transport them back ‘to the sunshine and freedom’, again and again” (Urry & Larsen 
2011: 171-172). 
  
With the invention of a cheap and light camera, Kodak made photography an essential and 
ordinary part of the tourist habitus (Urry & Larsen 2011: 170). Advertising and “Commercial 
tourist photographs arouse desires by ‘staging’ geographies that thrill and seduce the eye” (Urry & Larsen 
2011: 174). In this way “the tourist gaze is largely preformed by and within existing mediascapes” (Urry & 
Larsen: 179). Hence, when tourists travel, their gaze is influenced by what they saw in tourist 
brochures, on the internet or from their friends’ pictures. And nowadays with the creation of 
digital photographies, it is easier to delete and retake pictures until tourists can reproduce 
exactly what they expected (Urry & Larsen 2011: 184). However, Urry and Larsen argue that 
the tourist is not only passively influenced by professional images; in fact, tourist photographs 
can actually influence the existing images, modify them and create new ones. Thus, the gaze is 
never always completely framed (Urry & Larsen 2011: 187-188). 
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3. Methodology 
In the following chapter we will describe our methodological approach to the analysis. Here we 
will start out by shedding light on the approach of Bricolage based on the work of Claude 
Lévi-Strauss. Hereafter we will describe how our approach to the analysis is build up around a 
three step procedure, which is inspired by Qualitative Content Analysis by Vonk, Tripodo & 
Epstein. 
 
 
3.1 Bricolage 
When using the term ‘bricolage’ and ‘bricoleur’, one could think about somebody constructing 
objects from whatever material comes at hand. The anthropologist and ethnologist Claude 
Lévi-Strauss introduces the concept of bricolage in relation to the mythical thought. Lévi-
Strauss defines the bricoleur as someone able to perform multiple tasks and who has a set 
number of tools at hand, which are neither strictly related to the current project nor is defined 
by the project itself (Lévi-Strauss 1962: 11). Even though the bricoleur is not specialised in all 
the means he uses, he has enough knowledge to use them when necessary; and he can maintain 
all the tools he desires, because they might be helpful at same point of his project (Lévi-Strauss 
1962: 11-12). 
  
What we do in our approach to the analysis, called ‘The three steps procedure’, is similar to 
what the bricoleur does with his project. First, the bricoleur engages with the previous 
materials, he studies and is critical about it. Then, he chooses among the pre-existent material 
and creates his own set of tools, which can help him to solve his problem (Lévi-Strauss 1962: 
12). 
  
In order to analyse the documentary Point and Shoot we have produced our own approach by 
selecting relevant theory from the literature at hand. We made use of bricolage by going back 
to a set of studies and knowledge previously established and we have engaged in a dialogue 
with their works and have chosen to take what is relevant and usable for our project. 
Thereafter we organised it in a new system, which allows us to answer our research question. 
Combining a Qualitative Content Analysis together with the theory of Stuart Hall and John 
Urry, we have created one ‘codebook’ with three specific themes, that have been central in 
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developing our analysis. The Qualitative Content Analysis helped us to to point out and focus 
on relevant moments throughout the documentary; and with the codebook, we managed to 
collect and make sense of the data in a systematic way. 
  
3.2 Introduction to the analysis 
The first part of this chapter shows how the analysis of the documentary Point and Shoot has 
been carried out; in the second part, we present the analysis divided in three sections: The 
question of the Gaze, The question of Authenticity and The question of Self-realisation. The reader should 
not consider these three themes as independent and not influencing each others; we have 
created such artificial borders in order to facilitate the process of the analysis, but the themes 
are connected and overlapping. The reason why we decide to focus on the three themes is 
because they help us to answer the research question and are relevant forward the case: How 
can the documentary Point and Shoot be used to further establish and describe the phenomenon Conflict Zone 
Tourism? 
 
3.2.1 Three steps procedure 
This project draws on Qualitative Content Analysis to find the relevant scenes and moments of 
the documentary. In Research Techniques for Clinical Social Workers (2006), Vonk, Tripodi & 
Epstein describe the content analysis as follows: 
  
“Content analysis is a research procedure for obtaining systematic, quantitative, descriptive information from 
written journals, audio and video recordings, or other forms of media” (Vonk, Tripodi & Epstein 2006: 
106). 
  
The process of analysing the documentary is divided into three steps, which are outlined in the 
following below. 
 
First step 
We watched the documentary several times using the ‘lenses of tourism’; which means that 
while looking at VanDyke’s adventures, we looked for the relation between his doing and the 
concept of tourism. Since the documentary is a repository of interesting themes and issues, we 
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had to limit our focus and select only a few of them. As the professor in sociology Amir 
Marvasti affirms in Qualitative Research Sociology:  “We have to reduce our data to make things more 
manageable. Analyzing a small size of key information is much easier than poring through thousands of pages 
back and forth” (Marvasti 2004: 5). 
  
Hence, we narrowed our interest down to three themes, which we considered the most 
recurrent and relevant throughout the documentary: the gaze, the question of authenticity and of self-
realisation. In the following part, we shall describe and define the meaning of the three themes. 
  
The quest ion o f  the Gaze 
As argued in the theoretical section, gazing is a central issue in tourism studies. This both 
includes the act of being a tourist and to how tourism studies engage with tourism as a 
phenomenon. When tourists gaze, they interpret signs, judge and make sense of what they 
experience. In the analysis, we are interested in investigating the gaze, as it is represented in the 
documentary by different actors, and further analyse what VanDyke gazes at. We are as well 
interested in the relation between VanDyke and the others, including his girlfriend and the 
group of Libyan rebels, and how he is perceived and considered by them. We want to 
investigate the gaze, since it can give an understanding of where VanDyke can be argued to 
occupy the role of being a Conflict Zone Tourist, according to our definition. 
 
The quest ion o f  Authent i c i ty  
The concept of authenticity in Conflict Zone Tourism is related to the idea of danger, risks and 
rawness. However, since VanDyke evolves and changes throughout the whole documentary, 
the search for authenticity changes as well: an adventurer has a different search for the 
authentic experience than a Conflict Zone Tourist. Thus, when watching the documentary, we 
looked for the symbols, words and behaviours that could indicate what the ‘authentic 
experience’ is for VanDyke. We want to investigate authenticity to get and understanding when 
VanDyke can be argued to be a Conflict Zone Tourist and when he transgresses into other 
practices.  
 
The quest ion o f  Se l f - rea l i sat ion 
Under the broad label of self-realisation, we include and consider concepts such as manhood, 
masculinity and the self-development, that are a relevant part of the protagonist’s travel 
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motivation. The main concern is to understand the reason why VanDyke undertook his travel 
and what he desired to achieve with it. 
  
The three themes mentioned above have shown to be highly relevant and prominent 
throughout the documentary. Therefore we have chosen to structure our analysis on the basis 
of them. They are closely related in the case, and therefore they will sometimes be intertwined 
and overlapping in the analysis to come.  
 
Second step 
The second step of the analysis helped us to better understand the three themes: we created 
one codebook (see Appendix), with three themes. The three themes with their codes helped us 
to have some clear points to focus on while watching the documentary, and with them we 
managed to better visualise the data by inserting the minutes in the codebook. Thus, we 
watched the documentary numerous times more, noting in the codebook what we perceived as 
interesting and important moments of the documentary. The purpose of this step was “to 
gradually transform a seemingly chaotic mess of raw data into a recognizable conceptual scheme” (Marvasti 
2004: 5). 
 
Third step 
The third and last step represents the visualisation and interpretation of the analysis: we 
interpret and make sense of the data collected in the codebook by using the theories and 
conceptualisations of Hall and Urry. “This last step in the analysis involves making meaningful 
statements about how your data illustrates your topic of interest” (Marvasti 2004: 5). The aim is to 
analyse VanDyke’s behaviour and relate it to the phenomenon of Conflict Zone Tourism, in 
order to establish it and to analyse if he is always Conflict Zone Tourism or if he crosses the 
border of tourism and becomes something different. During this process we refer the the 
scenes of the documentary in minutes and seconds for example like (Point and Shoot: mm:ss). 
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4. Analysis 
The following analysis is divided in the three themes, including The question of the Gaze, The 
question of Authenticity and The question of Self-realisation. Here we will make use of the theoretical 
perspectives described, to shed light on and get an understanding of the case.  
 
4.1 The question of the Gaze 
In the following part we focus on the concept of the gaze, and how it is represented in the 
documentary. It is relevant to analyse the different gazes that are at stake, because they help to 
reveal how VanDyke perceives himself, the people, the settings around him and vice versa.  
 
4.1.1 Gazing at difference  
Throughout the documentary there are several scenes that carry the meaning of difference and 
contrast as central elements of VanDyke’s gaze. This difference is often staged and represented 
by binaries systems of home/away, American/Libyan culture, safety/danger, 
civilised/primitive and observing/participating. Moreover, it becomes clear that the nature of 
VanDyke’s gaze changes as his chase for manhood progresses. 
 
The first moment we encounter the gaze at ‘difference’ in the binary opposition home/away 
and safety/danger is in the two introductory scenes framing the narrative of the documentary. 
We are introduced to VanDyke who is describing the equipment he carries while travelling: a 
pocket knife, a bigger knife, an armoured vest and his motorcycle jacket and helmet. While 
showing the equipment, he has a stiff facial expression and he is standing tall and proud; 
according to the theory of representation, this can create an association and carry the meaning 
of ‘a soldier’ or ‘a fighter’. He is in a white room, there is no background music and the mood 
seems cold, hard and a little bizarre (Point and Shoot 00:00-01:21). The different objects can 
be associated with ‘war’, ‘danger’ and ‘extraordinariness’. We are to understand that this is no 
ordinary man. The following scene shows VanDyke’s hometown, Baltimore, US. Here we are 
introduced to a quiet and clean city, there is a port with sail boats, we see the clear blue sky and 
a seagull flying over the calm ocean. The background music is slow, relaxed and positive (Point 
and Shoot 01:22 - 01:41). All together the objects, colours and music creates associations of 
security and the familiar. 
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The contrast displayed in the two scenes between the ‘dangerous’ and the ‘safe’, ‘home’ and 
‘away’ and the ‘ordinary’ and the ‘extraordinary’ is imminent. Already from the introduction 
and the framing of the documentary, we get an insight to the elements and imaginaries that 
constitutes VanDyke’s gaze at the other, himself and his performance(s). Further, the two 
scenes also portray a contrast between the particular image of masculinity that VanDyke is 
chasing and his specific starting point for this chase. VanDyke’s gaze on what is manly is 
connected to the idea of claiming one’s own agency, through actions, and in this first scene is 
represented through objects connected to danger and combat such as the knife and the 
armored vest. He is overtly aware of the camera and while, almost methodological, going 
through the objects, he is turning around to let the camera catch every detail, all while keeping 
eye contact with the camera. VanDyke’s performance in front of the camera can almost bring 
associations of a hybrid between a soldier and fashion model, selling his image of masculinity. 
He is looking directly at the camera; gazing at the viewer gazing at him. Here the camera 
functions as a mirror and reflection of how VanDyke desires to be perceived. Which is in 
contrast and very different from the man he started out being: an ordinary, young, spoiled and 
(maybe) overprotected American. 
  
4.1.2 The tourist gaze  
At the beginning of his journey VanDyke films a monkey, sitting on his motorcycle with a first 
glimpse of Africa in the background:“Ahh, this is an awesome shot. This one is making the film. What 
are you doing monkey..?” (Point and Shoot 08:30 - 08:47). The playing monkey becomes the image 
of exotic wildlife representing that the adventure has started and that it takes place in far away 
settings. In the following scene VanDyke talks directly to the imagined audience: “I am in 
Gibraltar. I am at The Pillars of Hercules. Behind me is my first view of Africa. And, here it is... 
Aaafricaaa” (Point and Shoot 08:46 - 09:04). The fact that VanDyke is at the famous and well 
known attraction The Pillars of Hercules creates an association between him and mass-tourists. 
By mentioning that it is his first view of the African continent, he implies that it is an ‘out of 
the ordinary’-experience to him; and his way of pronouncing ‘Africa’ in a slow, extended and 
dreamy way, while smiling excited, create associations of ‘extraordinary’, ‘excitement’, 
‘adventurous’ and ‘new’ as well as supporting his imaginary of himself as the adventurer 
embarking on a tremendous adventure into the wild and unknown. The following scene 
portrays VanDyke’s arrival to Morocco in North Africa: 
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 “I saw a camel. And I was like - wow, I am really here. I was filming and photographing, but I didn’t really 
know anything about their culture really. So, for example, I saw a lot of guys walking around holding hands. I 
called Lauren and said: ‘Morocco is really progressive, they are really open with homosexuality’ 
and she was like ‘you’re an idiot, men hold hands over there’. I was like, ‘really?’ - I did Not know 
that! ” (Point and Shoot 09:12 - 09:50). 
  
This scene clearly portrays how Van Dyke’s gaze is guided by differences and contrasts. The 
symbol of the camel as the all-star of tourists imagined exotic landscapes combined with the 
image of men holding hands as a symbol of cultural traits shows that what is different and out-
of-ordinary can be of interest for the tourist gaze. In this situation it is not important that it is 
actually a dromedary and not a camel or that men holding hands are not a sign of tolerance; 
rather, it proves the point that difference is what motivates VanDyke’s gaze during this part of 
his journey. In the scene the director has made use of background music, with a traditional 
Moroccan gambri guitar and drums. The sounds of these objects represent ‘traditional/local 
music’, ‘exoticism’ and ‘authenticity’. One of the places VanDyke is filming is the square 
Djema El Fnaa, which is a central tourist attraction in Morocco. The square represents a staged 
reality with locals performing ‘authentic’ and exotic displays of North African and arabic 
culture.  
  
In the two scenes described and analysed above VanDyke’s gaze is constructed and guided 
through the tourist narrative, mainly occupied with attractions and displays representing ‘out-
of-ordinary’ and exotic difference. What is also clear from the two scenes is that VanDyke is 
represented as the observer documenting culture in the outskirts of the spectacle in opposition 
to the role of someone participating and engaging. And during the journey his gaze becomes 
more and more occupied with symbols of the raw and dangerous.  
 
4.1.3 Gazing at war 
The first scene that introduces the viewer to VanDykes’s direct involvement and participation 
in a conflict is when the Libyan revolution breaks out in 2011. He has just returned home after 
travelling for four years and now he sits at home in cushy surroundings following the Libyan 
conflict on the media:   
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“Virtually, everybody involved was filming everything that was going on around them. It was sort of what I had 
been doing on a micro level. It was for a much more important purpose, than my motorcycle adventures” (Point 
and Shoot 29:10 - 29:30). 
  
The quote reveals to us that VanDyke is using the Libyan conflict as a mirror of his own 
journey and experiences and at the same time it challenges and refine his idea of masculinity 
and purpose. As we noted earlier VanDyke’s understanding of masculinity is tied up to ‘doing’ 
and agency. Through VanDykes distant gaze at the conflict, Libya comes to represent an 
attraction or stage where men claims their own agency with a purpose that VanDykes consider 
noble and meaningful. Further, Libya and the conflict stands in contrast to his homely 
surroundings. In this opposition ‘home’ is represented as the ‘civilised’ and ‘ordinary’ and 
Libya as the ‘primitive’ and ‘raw’. This gaze feeds his fantasy of the quest for manhood and 
inspires him to travel back to Libya.  
 
When entering Libya's war zone, VanDyke states, that he is finally part of the war. One of the 
scenes that portray this, is when VanDyke and some rebels are at a checkpoint. The camera, 
hence VanDyke, gazes at destroyed and burnt cars on the side of the road and VanDyke 
describes the situation: “This was my first taste of like. I’m really really in it now” (Point and Shoot 
55:45-55:48). VanDyke gazes at the blood and organs splattered on the street, which are being 
covered by some sand. War is raw and dangerous, and he is one of the tough fighters.  
 
4.1.4 Gazing at the others 
When arriving in Libya, VanDyke meets up with his Libyan friend Nouri, whom he met on his 
previous travel. Nouri is described as a dear and close friend (Point and Shoot 24:10 - 25:15), 
even though VanDyke considers him to be very different from himself. Nouri is represented as 
relaxed, cool, and a free spirit, which VanDyke sees as a great contrast to his own 
characteristics, such as need for control, plans and systems - given by his Obsessive 
Compulsive Disorder. He is very inspired and fascinated  by Nouri:  
 
“Nouri is one of the nicest people, that you’ll ever meet. I used to describe him as almost saint-like. Like, his 
mentality and his kindness. He is one of the greatest people I ever knew” (Point and Shoot 24:48 - 25:06). 
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We see that VanDyke uses Nouri as a mirror and that he becomes a reflection of the ideal 
man: strong, free, kind, righteous, relaxed and a man of action. In opposition to VanDyke’s 
previous idols and role models, Nouri is not a fictive character, but a real life role model. 
Meaning that the imagined masculinity is now represented by men fighting for a ‘noble’ cause. 
Nouri also represents the role of the tour guide of the conflict zone driving VanDyke around 
in his car, showing him parts of the city, that have been affected by the conflict: 
  
“This is the big hospital. And all of the guys from the shooting are coming here. I hate guns. I don’t want to 
kill anybody from Libya. And not just Libya - anyone from the world [...] Welcome to Benghazi city. 
Sunshine today. Sunshine… in my city today” (Point and Shoot 34:07 - 34:52). 
  
Here we see Nouri guiding VanDyke’s gaze towards the important part of the attraction and 
the scene creates associations of a sightseeing tour, VanDyke being the tourist greeted: 
“Welcome to Benghazi” (ibid.). Throughout the documentary we find Nouri by VanDyke’s side 
instructing and guiding his gaze and performance different times.  
 
4.1.5 The gaze at men 
Throughout the documentary we see that VanDyke’s gaze is primarily directed towards men 
and especially men performing his idea of masculinity. We see footage of men travelling, 
exploring, dreaming, eating, drinking, dancing, fighting, getting injured and celebrating. 
Together these scenes represent a male community that VanDyke seeks to be part of as a 
means to define his manhood. On his first trip to Libya, VanDyke becomes friends with 
Nouri’s cousin and a group of bikers: 
 
“The friends I made in Libya were better friends to me, than almost all of my friends in America.[...] It just 
felt like I had sort of arrived home in a way. And the great friendships that I had made made me fall in love 
with Libya” (Point and Shoot 26:23 - 26:42).  
 
VanDyke is in some sense here gazing at a male or masculine community and he is describing 
the sense of belonging; a belonging that is represented by Libya in contrast to America. On 
earlier stages of his trip we have seen VanDyke together with American soldiers in Iraq. But 
there he felt as an observer and as an outsider. VanDyke’s gaze at male communities and the 
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symbols representing them shows a clear absence of women: they are simply not a part of the 
streetscape represented. This implies that the ‘feminine’ is not part of VanDyke’s imagined 
adventure or quest. The dominance of male characters stresses the point, that what VanDyke 
is gazing at, both as an adventurer and when he later joins the conflict, is objects and symbols 
contributing to a narrative of the search for manhood fueled by testosterone; such as fighting, 
firing guns and wearing military clothes (Point and Shoot: 55:04 - 60:00).  
 
The only two women we encounter throughout the documentary are VanDyke’s girlfriend and 
his mother. While VanDyke is in constant change and development through the film, the two 
women portrayed are fixed, passive and immobile. VanDyke’s girlfriend, Lauren, is filmed in 
the kitchen in their home in Baltimore, appearing in a Skype call with VanDyke or transporting 
him to and from the airport. The first scene that introduces Lauren shows her standing in their 
kitchen, while talking about how much she cares for her boyfriend (Point and Shoot 07:49 - 
08:26). Lauren is surrounded by old wooden kitchen cabinets, yellow painted walls and a dish 
rack packed with pots, plates and glasses. The objects such as ‘stove’, ‘microwave’ and ‘old 
soda bottles’ in the scene of the ‘kitchen’ can create associations of ‘homeliness’ and 
‘ordinariness’. This way Lauren comes to carry the meaning of ‘home’ and ‘safety’ in contrast 
to ‘away’ and ‘raw’. VanDyke’s gaze at his girlfriend also reveals his gaze at himself and his 
activity: “Lauren is sort of the more responsible, down to earth, steadily employed, rational, reasonable one that 
kind of keeps me a bit grounded” (Point and Shoot 08:00 - 08:16). Here she is put in direct 
opposition to how he perceives himself.  
  
4.1.6 The other’s gaze at VanDyke  
VanDyke’s particular gaze of the others, the settings and his girlfriend works as a mirroring 
effect and reflection of the man he wants to be, it is not necessarily in coherence with how 
other people see him. We have argued, that VanDyke’s gaze is guided by both his fantasy 
about manhood, by Nouri and his Libyan friends and by his girlfriend. As these are the actors  
that are inspiring and to some extend pushing VanDyke to continue travelling, it becomes 
relevant to examine how they also are gazing back at him.  
Moreover, the change of VanDyke’s search for manhood and gaze is often pushed and 
animated by outside actors. This becomes visible during the first part of his trip as his 
girlfriend calls him a coward after he wants to stop traveling due to an accident at the 
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beginning of his trip (Point and Shoot 12:58-13:00, 13:02-13:05). Another example of it is 
when the other rebels call him for shooting at an enemy standing at the window of the fronting 
building (Point and Shoot 70:27-71:45). 
  
As well as VanDyke is gazing at the ‘other’ in Libya, they are gazing back at him. What 
becomes interesting is how the language of exclusion and inclusion combined with cultural 
signs and symbols reveal something about VanDyke’s position and role in the conflict.  At one 
point VanDyke shares a meal with the group of Libyan men, who are sitting on the floor eating 
with their hands. One of the Libyan men says: “You are a Libyan now” (Point and Shoot 26:49 - 
26:51). After being released from prison the Libyan fighters are celebrating VanDyke by 
dancing around him, clapping (Point and Shoot 53:02-53:25) and at a later point they share 
food from the same bowl, followed by the comment: “You are a fighting man now”(Point and 
Shoot 66:20-66:47). These situations are ambiguous since they are telling a story of inclusion as 
well of exclusion: if he truly was one of them, a local, there would be no reason to point him 
out in an effort to include him. These situations also have a sense of rites of passage - by taking 
part in these specific rituals he becomes part of the male and Libyan community. So the locals’ 
gaze at VanDyke is also influenced by ‘difference’ and reveals  that they consider him as a 
guest, an outsider, that only sometimes can become part of the local community. Hence, we 
see in contrast to the statement “You are Libyan now” the question / comment “Are you 
American? Obama Obama” (Point and Shoot: 54:55-54:59) and his friend Nouri thanking him for 
coming to help (Point and Shoot 61:00-61:05). This is pointing to the fact that due to his 
appearance, behaviour and language he is recognisable as an outsider because he is different, 
and that can be accepted as part of the group in some occasions. Consequently he is gazed 
upon as an outsider, a tourist, that is there to help but also have the opportunity to leave, and 
that needs guidance through the cultural codes.  
 
As a conclusion, one could say that the gaze differs very much depending on the situations 
VanDyke is part of. His girlfriend likes the newly developed positives sides of him. The local 
Libyan people might see him as one of their own during situations of eating, dancing or 
spending time together, but at the same time they recognise him as one coming from another 
place. However, in other situations he is seen as a cameraman, documentarian or a tourist. 
There is obviously a gap in the gaze VanDyke has of himself and others have of him, especially 
as a fighter: for example his girlfriend thinks of him rather as thrill seeking than a participant to 
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the war (Point and Shoot 53:55 - 54:00). However, we cannot exclusively argue, that VanDyke 
is not recognized as a fighter by the rebels.  
 
4.2 The question of Authenticity 
This part of the analysis addresses the concept of authenticity in relation to Conflict Zone 
Tourism. As described in the definition of the phenomenon of Conflict Zone Tourism in the 
introduction, such tourist looks for the authentic and the ‘out of ordinary’ in risky and 
dangerous experiences. The first question we want to raise is, what are the authentic 
experiences VanDyke is looking for? Such question is relevant because it allows us to 
investigate further the phenomenon of Conflict Zone Tourism. In order to answer this 
question, we focus on how VanDyke’s search for authenticity is depicted through signs and 
symbols representing ‘risk’ and ‘danger’. In this part of the analysis we do not want to focus on 
whether VanDyke’s actions and behaviour are authentic in themselves or not. As VanDyke 
films with the intend of making a documentary, we argue that there are parts of his trip that are 
staged and further, also influenced by the presence of the camera. Therefore, the second 
question we want to raise is: if VanDyke is filming with the intention of making a documentary 
about his ‘crash course in manhood’, how is the concept of authenticity then being represented 
in accordance to the specific genres that he sees himself as a part of?  
  
4.2.1 Authenticity experienced by VanDyke 
The concept of authenticity is related to the experiences and attractions one looks for as a 
tourist but also to which category of tourism one belongs. We argue in the definition that 
authenticity for a Conflict Zone Tourist is represented by the chase for raw, risky and 
dangerous experiences in exotic locations. In the following analysis we are going to investigate 
how ‘rawness’ and ‘danger’ are expressed and represented by both objects and settings and 
VanDyke’s clothes and language. The concept of authenticity is not necessarily articulated in 
itself but should be found in other concepts, metaphoring what is perceived as being authentic. 
These metaphors change through the documentary alongside VanDyke’s change from being an 
adventurer to a spectator of war to finally finding himself fighting in the revolution.  
 
VanDyke sets out with an understanding of what authenticity that includes the ‘exotic’, the 
‘different’, ‘dangerous’ and ‘raw’, which is inspired by his two role models: Lawrence of Arabia 
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and Alby Mangels. We argue, that there are three central shifts of what VanDyke considers 
authentic: in the first part of his trip, the authentic is represented by the adventures he is 
filming in a new continent; afterwards, he creates a new identity for himself, Max Hunter, who 
looks for dangerous and risky situation as representation of the authentic; finally, when 
VanDyke travels to Libya the second time, the authentic experience is represented by the 
active participation to the reality which surrounds him, that is the civil war, and not anymore 
by the simple act of recording and gazing without actively participating. Though VanDyke 
never explicitly mentions what he considers authentic, we argue, that his understanding is 
revealed through his actions, facial expressions, the objects he uses and his choice of words. 
This approach is based on the theory of representation by Hall.   
  
4.2.2 Looking for Adventure: the reality-adventure-documentary genre 
Since VanDyke is recording his travels, he can be argued to represent a hybridity of genres, 
including reality, adventure and documentary. During the first part of the documentary, 
VanDyke typically gazes at symbols that live up to conventions of this hybrid genre. This 
means, that the authenticity VanDyke is searching for is found in things representing ‘real 
experience’, ‘risk’, ‘danger’, ‘exoticism’ and ‘primitiveness’ (Point and Shoot 05:28-06:55).  
 
When he first arrives at the Pillars of Hercules in Gibraltar, VanDyke is excited by his new 
adventure and his first sight of Africa (Point and Shoot 09:03). VanDyke describes the 
moment as ‘very picturesque’ and as he ‘would have written into a script’ (Point and Shoot 
09:13). The tone of his voice, his choice of words combined with the image of Africa and a 
monkey playing with his motorcycle are organised as a system of signs that create the image of 
the adventurer gazing at a foreign continent ready to be explored. The Pillars of Hercules 
becomes the signs that represents VanDyke’s  image of himself as the explorer at the end of 
the world.   
  
In the following scene of the documentary (Point and Shoot 09:15-10:02), images of the 
‘authentic Arab world’ are presented with music typically associated to Arabic culture: 
VanDyke films a camel, locals walking with a donkey, snake charmers, street food and men 
walking around while holding hands. Together all these signs represent the exotic cultural 
‘other’ and are constructing a binary opposition between VanDyke as the gazer and the other 
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as the gazee. This binary relationship is what creates the image of VanDyke as the adventurer 
penetrating a new land and authentic culture. These images moves across the screen together 
with VanDyke’s comment on his adventure: “Wow, I’m really here” (Point and Shoot 09:22) 
suggest that what he considers as the ‘real’ and what he considers to be the ‘authentic’ North 
Africa and Middle East is based on the exotic, different and out of the ordinary. 
VanDyke’s adventure would seem to stop soon after his arrival to the African continent, due 
to a motorcycle accident, where he breaks his clavicle. After a moment of indecision and a 
Skype conversation with his girlfriend, VanDyke decides to go back on the road. While 
travelling across many countries and meeting many different people, he starts trying risky 
adventures on his motorcycle as he grows accustomed to the role of the ‘adventurer’. 
  
In this first part of his trip it seems that VanDyke is searching for authenticity in the exotic 
nature, the uncertain and unknown and in the people different from himself. The montage 
presenting VanDyke’s journey through the Middle East is constructed by images of men 
praying, overloaded trucks, markets, traditional clothing and dusty roads. These images 
combined with a shot of two men fighting in the street create the full image of the Middle East 
as a place of both intriguing and exotic mystique and latent anger and violence. At one point 
we see VanDyke setting up the camera on a tripod in order to catch him riding his motorcycle 
on a dirt road in jungle-like nature (Point and Shoot 15:34). The nature becomes a symbol of 
the exotic landscape and VanDyke as the lone adventurer exploring the wild nature on his 
motorcycle. This montage reveals also how VanDyke’s understanding of authenticity derives 
from the images of both Lawrence of Arabia and by Alby Mangels. As such VanDyke is both 
performing the role of the adventure tourist as well as pre-forming it. 
  
Images of VanDyke’s trips across Tunisia, Egypt, Jordan, Syria, combined with his  voice-over 
explain his thrill for adventure and the need for taking more and bigger risks: 
  
“But the problem with adrenalin is, that every time you reach a new level you need more. You know, adventure 
is a little bit like a drug, and you build a tolerance to it and then you have to take it to the next level” (Point 
and Shoot 16:38-16:52). 
  
Thus, the experience of driving around different countries stops being enough to capture the 
authenticity he searches for; the extraordinary ends up becoming the ordinary.  In other words, 
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an everyday activity such as shopping can seem exotic at a first glance if in an Arabic market, 
but when experienced a number of times, it can end up being just ordinary.  Now the 
authenticity that VanDyke searches for becomes more and more connected with taking risks 
and experiencing the danger, yet still not performing the act of war. We argue, that VanDyke 
decides to do embedded journalism among the US troops in Iraq, because he is searching for 
new and more risky and dangerous experiences.  
While VanDyke is a documentarian and a journalist, his chase for authenticity is represented by 
the reality of Iraq: he needs to film the war in Baghdad and the soldiers. Yet, being a 
documentarian is again not enough: 
  
“There were times when I was in Iraq that I felt that I was on the wrong side of the camera. Not necessarily 
that I wanted to be a soldier but I didn’t want to be just a documentarian. I wanted to be shaping events around 
me and having an impact. Not just watch” (Point and Shoot 18:28). 
  
The voice-over is combined with a shot of VanDyke in a helicopter dressed in military 
equipment, suggesting that being behind the camera does not contribute to his search for 
manhood and adventure. In order to live up to his image of the hybrid genre of reality-
adventure documentary, he has to perform and pose in front of the camera just like Alby 
Mangels. During his time with the US troops, VanDyke is filming missions with the soldiers 
and himself shooting machine guns (Point and Shoot 18:49) all the time seeking attractions 
rooted in connections with the raw, dangerous and masculine. 
  
4.2.3 Max Hunter: the hybridity representing the authenticity of the genre 
In order to perfect the role of the adventurer and to overcome with the hardships he seeks for, 
VanDyke invents the role of his alter-ego ‘Max Hunter’ as  a symbol of what VanDyke desires 
to become. In front of the camera VanDyke as Max Hunter (or the other way around) 
exclaims: “We all gotta get our thrills somehow. And this is how I get mine” (Point and Shoot 22:02). 
This is followed by a montage showing VanDyke travelling to Afghanistan through Iran. The 
word ‘thrills’, which VanDyke uses, can imply elements of attraction as well as adrenaline in 
the experiences VanDyke is seeking. He explains that he was arrested a few times, he got 
punched in his face by a policeman and he felt that the more he was doing the further he could 
push it: “It was just one crazy adventure after another” (Point and Shoot 23:58). In retrospect 
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VanDyke explains, that some of the things he did were risky and reckless, which supports the 
image of himself as the hybridity of adventurer, explorer, documentarian and tourist. At one 
point we see VanDyke driving his motorcycle through a burning demonstration, he is even 
filming himself filming the demonstration playing the role of the outside observer passing by. 
The next moment he is dressed in Afghan clothes trying to blend in. He takes with him a brick 
from Osama Bin Laden’s old house as a souvenir at the same time as he plants the American 
flag. He is chased and bidden by wild dogs and is literally playing with fire all while filming 
himself (Point and Shoot 22:00-24:00). These images and signs combined are set up to define 
and refine VanDyke’s role as an adventurer, explorer, documentarian and tourist where 
authenticity becomes more and more tied up with experiences and attractions related to 
rawness, risk and danger. 
 
Next we see VanDyke travelling to Libya to meet with Nouri and his Libyan friends. In a 
voice-over VanDyke explains that Americans could not get tourist visa for Libya and that he 
had to pay a large bribe to get there. This is combined with footage of VanDyke posing in 
front posters of Gaddafi to prove that he was actually there (Point and Shoot 25:13-26:57). 
Together they portray Libya as forbidden, exotic and untouched and VanDyke as the 
extraordinary adventurer, who has reached the end of the world. At the same time we see 
footage of VanDyke with his new Libyan friends. At this point the authentic becomes more 
ambiguous as it is not only represented by risky experiences but also through the friendships 
he finds and his sense of belonging to the group of his Libyan friends.  
 
4.2.4 Fighting with the rebels 
VanDyke’s understanding of the authentic changes through his travels, as a result of his own 
ongoing transformation. When VanDyke travels to Libya the second time, his expectation and 
chase for the authentic are different: he does not only expect danger and risk, but now he 
wants to participate actively in the raw experience of war. 
  
The first shot (Point and Shoot 31:28) of VanDyke’s second trip to North Africa portrays the 
wing of the airplane on which VanDyke is travelling: he has just landed in Cairo in order to 
reach and cross the Libyan border by car. VanDyke’s voice-over explains that he wants to go 
to Benghazi, where he will document what is happening and will try to help defeating 
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Gaddafi’s troops. This very first part is full of symbols representing danger and risk: there is a 
thrilling background music, while VanDyke is talking about his plans, a close-up on his serious 
facial expression and a dark landscape out of a car driving at night. These signs and the 
combination of the setup and the sequence of the images aim at creating an atmosphere of 
suspense and uncertainty of what is going to happen. 
  
Once arrived in Benghazi, VanDyke meets Nouri, who is now changed and is no longer the 
the outgoing traveler he first met. VanDyke sees the first sign of danger and seriousness on the 
face of his friend: “[...] but Nouri came in with flak jacket, fatigues, a camouflage boonie hat and he was 
completely serious” (Point and Shoot 33:21). The hat and the jacket are symbols of military and 
war and thereby representing the risk of the situation. Together with Nouri’s facial expression 
and language this confirms VanDykes idea of getting closer to the actual experience of war. 
  
When mass tourists travel to a new location, they generally buy souvenirs and the right 
equipment they need: a warm jacket if they go to the North Pole, or a nice straw hat if they are 
on small Island of the Pacific Ocean. VanDyke, being a War Tourist, follows Nouri and the 
other rebels driving around the country in order to collect their equipment, which is in this 
case represented by the right uniform, a truck, machine guns, mines etc. (Point and Shoot 
35:00-36:10). As well, a similar comparison can be made between the objects and symbols that 
mass tourists gaze and the objects that VanDyke is gazing at. While tourists photograph the 
Colosseum and the typical food markets, VanDyke films guns, broken trucks, poverty and 
destruction, which can all be associated with war. 
  
The language used in this part of the footage is mainly represented by military terms and 
expressions, the music is often low and dreary and no women are part of these shots, only men 
in military equipment. The authenticity is tied up with such language and symbols of an 
emerging conflict, which VanDyke is part of. Military jackets, hats, guns and war terminology 
represent the ‘rawness’ VanDyke is looking for. In contrast to when he was filming the US 
soldiers fighting in Iraq, he is actually participating in a conflict himself now. 
 
While preparing for the conflict, VanDyke comments on his own behaviour: “Previously I have 
been in a war zone as an observer, but this time I was a participant” (Point and Shoot 38:40). Such 
statement confirms our hypothesis of him being a Conflict Zone Tourist, because he admits 
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that he is an active part of the conflict. When everything is ready and they have collected all 
their equipment, VanDyke and his friends set off to Brega on a recon mission. However, they 
get caught in a set-up ambush and VanDyke’s  adventure changes unexpectedly. The ambush 
represents an actual situation where VanDyke cannot escape the possible consequences, just as 
the Libyan fighters. He is no longer just filming and being an observer; he is as well 
participating.  
 
After the ambush VanDyke was partially unconscious for many days, and, after being 
transported quite far, he wakes up in a very small room with the sound of a man being tortured 
(Point and Shoot 41:40-42:10). While we hear his voice-over, cartoon images representing 
VanDyke’s experience are shown on the screen: he is with a rope around his wrists and ankles 
and his head is bleeding. The colors are dark, the music is low and VanDyke’s voice-over is 
deep and serious: the scene can bring associations of ‘danger’ and ‘risk’. Even though one may 
argue that the imprisonment is not what VanDyke had wished to experience and thus it is 
somehow involuntary, this event is part of the raw reality of war and conflicts, that he is 
looking for. While interviewed, VanDyke explains the feelings, doubts, fears and hopes he had 
when he was imprisoned. This raw and dangerous experience makes VanDyke reflect upon his 
choice to go travelling. One could argue that being imprisoned makes VanDyke question, if he 
has experienced enough authentic practices.  
  
After being liberated from prison by other rebels VanDyke is taken to Hotel Corinthia - a base 
for journalists and NGO’s and find himself in the dilemma between staying in Libya and 
continue fighting alongside the rebels or going home to Baltimore. VanDyke decides to stay in 
Libya out of, what he describes, as a sense of obligation: “I had had a personal taste of life under an 
authoritarian regime [...] I felt guilt or remorse that I hadn’t done enough” (Point and Shoot 50:39-51:14). 
The attraction or experience has taken a more serious turn and the ‘authentic’ has become 
‘real’. VanDyke gets a new uniform and military equipment which for VanDyke at this points 
work as symbols of participation in and performing war. The raw and the risky are now 
directly related to the dangerous, which also seems to be appealing to VanDyke . When he is 
asked whether he is press he answers: ”No. Thuwar” (Point and Shoot 55:20) which in formal 
arabic is translated into revolutionary. VanDyke, at this point, uses language and clothing, head 
scarf and uniform, that can create associations of him as part of the group and no longer as an 
outsider. The authenticity of the situation is represented through objects, signs and language 
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that represents war, armed conflict and danger. Even though VanDyke finds himself in a actual 
armed conflict, we argue, that he still feels the need to define his own role as a participant in 
this conflict through terminology, symbols and signs associated with war and conflict. 
  
VanDyke is constantly balancing the role between documentarian and participant. When a 
checkpoint is attacked we see images of blood in the street and bombed tanks, while VanDyke 
is explaining with military terminology what went wrong from a strategic point of view, and the 
voice-over comments: “I was really in it now” (Point and Shoot 55:44). At another point he drops 
his gun during an ambush leaving him with just the camera and reducing him again to the role 
of the observer. At one point towards the end of the revolution VanDyke’s commander calls 
him. An enemy has been spotted in a window across the street and the brigade wants VanDyke 
to take the shot. It is presented almost as an honor for VanDyke and as a ritual that he has to 
go through. At the same time one gets impression of the safari tourist getting ready for the 
deadly shot of the giraffe. There are several people around VanDyke watching as he is about to 
take the shot and VanDyke even asks the others to film him. VanDyke explains in a voice-over 
that this was his first experience of shooting at an actual person; up until now the fighting had 
taken place at ranges reducing the enemy to abstract objects. VanDyke takes the shot. Right 
after the rifle goes off we turn to footage of VanDyke as a child playing in the water and 
posing in front of the camera. Then we are back in Libya. This movement represents 
VanDyke’s personal change from the boy back in Baltimore seeking adventure to the man 
participating in war in Libya. VanDyke missed the shot.      
 
4.3 The question of Self-realisation 
Before proceeding to the third part of our analysis, we want to clarify the reason why some 
scenes have been used twice and some will be used again. This is done because we aim at 
elaborating different analytical points by addressing them with different focuses and for 
different purposes: for example, the shot of the first view of Africa and the monkey have been 
used both in the chapter called The question of the Gaze, in order to analyse the ‘tourist gaze’ at 
symbols which represents the exotic and different; and in the chapter of The questions of 
Authenticity because the tourists gaze at symbols representing the authentic and exotic 
experience. In the following we will analyse the concept of self-realisation, and we will draw a 
brief conclusion of the whole analysis. 
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4.3.1 Masculinity and self-development 
One of the intriguing questions in the case of Matthew VanDyke is why he is travelling and 
what he hopes to achieve while travelling. There are different reasons for VanDyke to travel 
and his motivation also seems to change or develop throughout the documentary. In this 
chapter we outline the central moments of his self-development which is tied up with his chase 
for manhood, which in turn is strictly connected with his view of masculinity.  
Childhood:  a spoi l ed boy 
Part of VanDyke’s motivation for traveling is to be found in his self-image, which has been 
formed and shaped by his family and his experiences as a child, boy and young man. By saying, 
that “In reality I was sort of sheltered and spoiled growing up. I was an only child [...]. I was just the center of 
my family’s universe” (Point and Shoot 03:24 - 03:52) he portrays his family as warm, loving and 
protective - and maybe even over-protective. In this portrait, his family and upbringing 
become the driving force that leads him to do something ‘extreme’ and ‘extraordinary’. For 
VanDyke, they represent the explanation to why he is not independent and self providing, and, 
consequently, they are the reason for his decision to embark on a ‘crash course in manhood’.  
 
Right after VanDyke affirms that he needed to take a ‘crash course in manhood’, we are 
exposed to a montage of Alby Mangels riding a horse, jumping from a small waterfall,  rafting, 
meeting native africans and guiding them through the forest, sailing a boat and like another 
James Bond often in the company of women (Point and Shoot 05:32-06:43). Hence, both 
because of the images of his Australian idol and VanDyke’s choice of words, we argue that, 
when he is shaping his new persona, he is inspired by role models that perform masculinity 
through risky and dangerous situations while exploring new ‘exotic’ continents. The exotic 
continent of Africa that Mangels travels to has two functions in VanDyke’s imaginary: it is a 
place and a setting which is in direct opposition with VanDyke’s home, which he considers to 
have shaped his personality and it is a location that provides a raw setting where actions that 
are not intelligible at home can be performed.  
 
Car crash:  ‘ c razy Morocco dr iver ’  
The car accident in which he breaks his clavicle is one of the first signs of the ‘new masculinity’ 
he is aiming at (Point and Shoot 12:26-12:34). We, as audience, do not see the actual moment 
of the car crash but hear VanDyke’s voice-over describing it: “and then I’m looking over my 
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shoulder one time, and I look back, and there’s a car coming right at me, crazy Morocco driver like... driving in 
the wrong lane” (Point and Shoot 12:00-12:08). The shot after the accident shows people talking 
and struggling to get his motorbike back on the road. Indistinct voices overlapping are heard in 
the background, VanDyke does not speak and the camera is shaking constructing blurry 
footage. The voices and the framing of the camera give the impression of a moment of 
difficulty, which is strengthened by the presence of an ambulance parked on the side of the 
road. The camera, thus VanDyke, gazes briefly at the ambulance, which is a symbol that 
something dangerous has happened. The following scene is a close-up on VanDyke broken 
clavicle, which he defines ‘gross’ (Point and Shoot 12:22) and which could carry the meaning 
of managing pain by acting ‘tough’ and ‘strong’. Afterwards, VanDyke comments on his 
experience “I don’t know what to say, I had a motorcycle accident and I broke my clavicle. So, so it ends the 
adventure for now” (Point and Shoot 12:25-12:33). He pronounces the sentence with a serene 
voice while smiling, and he almost seems proud of his accident. It is evident that he has asked 
somebody to film him, because when he is done commenting on the accident, he says: “It’s ok” 
(Point and Shoot 12:34) and the camera is handed over to him. Hence, his broken clavicle 
becomes a souvenir or a physical memoir that he wants to record on his camera; and it is as 
well a symbol that others can gaze at, which represents that now he is an adventurer. 
 
His adventures would seem to stop soon after his arrival to the African continent, because of 
the accident. But after a moment of indecision and a Skype conversation with his girlfriend, 
who calls him a coward, VanDyke decides to go back on the road.  
 
As mentioned in the analytical part The question of the Gaze, VanDyke’s search for manhood is 
sometimes influenced by external elements, such as the girlfriend or the rebels, who we see 
push and direct VanDyke’s adventures. In this case, the girlfriend is the one feeding to his idea 
that masculinity means not quitting. Hence, VanDyke, bothered to be called a coward and 
considered unmasculine, continues his travel and slowly starts to perform and thereby refine 
his idea of masculinity.  
 
Arab Spring  
VanDyke’s perception and understanding of what it means to be a man undergo a drastic 
change when the war in Libya starts and people have to fight every day for change and 
survival. We argue that the part of the documentary where VanDyke describes the Arab Spring 
  54 
is of particular interest. In fact there, he relates himself and his search for manhood to the 
rebels fighting in the civil war: this gives us an idea of what he thinks about manhood, his 
development and masculinity.  
 
“Virtually everybody involved was filming everything that was going on around them. This was sort of what I 
have been doing in a micro level, for a much more important purpose than my motorcycle adventures. Four years 
earlier I set off on this crash course in manhood, now here was the Arab Spring challenging my very image of 
what manhood was. I was nothing compared to people that were going out in the streets in Tripoli, their protests 
being returned with gunfire” (Point and Shoot 29:12-29:54). 
 
Even though the focus may seem to be on the Arab Spring, since that is the topic he is 
discussing and some war images recorded by CNN and BBC pass the screen, we would argue 
that VanDyke’s words show his real concern: himself and his actions. Because of the choice of 
his words, we would argue that maybe he considers his seek for masculinity not complete. In 
fact, in less than a minute, VanDyke manages to juxtapose the Arab Spring and the people 
protesting to himself and his adventures: compared to the fighter he is nothing. The 
combination of his idea of manhood being challenged and his awareness of being nothing 
compared to the rebels push him to chase a new form of manhood. This means that his 
conceptual map of what manhood masculinity is changes and evolves during the documentary 
depending on the situations. The Arab Spring represents an opportunity for VanDyke to 
develop his idea of masculinity in a setting where he can now experience and ‘act’ in an even 
more extreme manner. Thus, when he travels for the second time to Libya, he wants to be 
courageous and be part of something important, like the rebels. Now he is not anymore 
inspired by fictional idols, but by real persons fighting for their lives. He wants to be like them, 
assume the same risks and handle guns and weapons. 
 
During this second trip, a part of his self-realisation and development is connected to the sense 
of belonging, that he experiences in the bond with the Libyan group of fighters. A form for 
him to validate his belonging to the group is by being reassured that he is needed and that he 
can participate as much as the rebels. Thus, a way to be a part of it is to apply his experience 
from his time with the US soldiers because; “very few of the rebels had any military experience, a lot of 
them never handled a gun before” (Point and Shoot 37:39-38:01).  
 
  55 
Has VanDyke become who he wants to  be? 
Even though it may seem that VanDyke is always pushing his limits further and further, and 
his chase for manhood and masculinity is never complete, towards the end of his journey he 
wonders if he has gone too far with his actions. After having tried to shoot an enemy he feels 
“very conflicted” (Point and Shoot 72:41) by what war entails: shooting and killing; he both feels 
that he has failed because he has missed the enemy but at the same time he is glad to have 
missed him (Point and Shoot 72:37-72:53). So, he ponders if he has really become the man he 
wanted to be: 
 
“I had this image of who I always wanted to be, and for years I struggled to find that in myself to become that 
person but... I just had myself filmed trying to take another man’s life, and what did that say about me?” 
(Point and Shoot 73:06-73:30). 
 
First of all, VanDyke’s words clearly state how hard he has tried and ‘struggled’ to become that 
man he wanted to be. While in the analytical part about The question of Authenticity we have 
shown how his search for the authentic evolves continuously, and it almost seems like 
VanDyke has never enough of his dangerous experiences, here VanDyke questions his own 
development and chase for the authentic and raw experience. However, his words are 
contrasted by his performance. VanDyke is reflecting upon his actions and at the same time is 
holding his gun, even though there is no need for it at the moment. His posture, objects, vests 
are signs that tell the viewer that he wants to be gazed at, seen and considered a warrior, but 
his words are more ambivalent (Point and Shoot 72:37-72:53). 
 
4.3.2 Performance  
In the following we are going to focus on performance and the influence of the camera in 
order to analyse how these are connected to the search for self-realisation. Concepts as posing, 
sense of belonging and narcissism will be included in the analysis. 
 
A warr ior  with two guns  
Many scenes of the documentary show the paradox VanDyke faces because performing both 
the role of the documentarian and of the fighter. It is very difficult for VanDyke to manage 
both roles and it reveals an interesting dilemma in his search for manhood and hence self-
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realisation, which is both connected with participation in fighting and in recognition 
represented through the gaze of the camera. The paradox being that if he is filming it becomes 
difficult to participate on the same terms of the Libyan fighters and hence getting their 
recognition - but if he stops filming he cannot get recognition from the home audience. At the 
beginning of his journey this paradox is represented through scenes where he struggles to set 
the camera up in order to film himself driving up a hill. During the conflict in Libya the 
dilemma is well articulated in a discussion between VanDyke and Nouri. VanDyke wants to: 
“Do all the work that the other thuwars (rebels, ed.) are doing. And I film while I do it. But I am not gonna 
stand around be a cameraman” (Point and Shoot 58:42). Nouri replies: “So, you’re fighting… so, two 
hands. Guns and camera” (Point and Shoot 58:51). The discussion takes place while the camera is 
filming the scenario. The camera is not moving, not being operated. The room consists of 
knocked over furniture which carries the meaning of ‘fight’ and ‘chaos’. VanDyke is in full 
military uniform with a machine gun. Nouri is dressed in more subtle military style clothing; a 
green t-shirt and cargo pants. The scene perfectly illustrates the opposition between the 
observer represented by the camera, combat represented by the chaos of the room and 
VanDykes image of a ‘Thuwar’ or fighter represented by his style of clothing but personified 
by Nouri. The scene tells us that VanDyke’s search for self-realisation is connected to 
participation; and that this participation is validated through recognition from the gaze of the 
camera, which is representing the home audience, and the other fighters, who are representing 
a mirror.  
 
Posing   
As we have above touched upon, the issue of the camera presents the dilemma of filming and 
participating at the same time. Further, the presence of the camera also entails a certain pose. 
As soon as there is a camera present, you cannot not pose. And in Goffman’s words: “We all 
act better than we know” (Urry 2013: 192). Meaning here that when the camera is gazing at 
situations representing fighting or war, the actors pose as they imagine fighters or warriors. We 
see this clearly in the scene where VanDyke films the US troops in Iraq. Here, they ask 
VanDyke to film them being soldiers. In one shot they pretend to kick in a door, that is not 
even locked with the aim of posing as soldiers (Point and Shoot 17:28-17:57). Throughout the 
documentary we see VanDyke posing and performing in front of the camera and that his pose 
changes according to the situation and context alongside his search for self-realisation. We 
witness several scenes where VanDyke adjusts the camera to get the right angle and adjusts his 
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pose to display the right meaning: posing and performing as the adventurer in the beginning of 
his journey, and as a fighter participating in a noble course alongside Libyan soldiers (Point and 
Shoot 61:45-62:25). VanDyke is aware of the issue of the camera and that it might have some  
influence on the way he poses and acts:  
 
“You feel uncomfortable, ‘cause you feel that even though you are not acting you feel like an actor. You have to 
be conscious of what is it look like on the camera side? and then you wonder, you know, is this authentic, is this 
genuine, am i choosing my words in a certain way and doing certain actions?” (Point and Shoot 57:37-
58:05). 
 
This quote, together with the many scenes in which VanDyke poses and shows his awareness 
of the camera also reveal a certain narcissism at play. However, when the group finds itself in 
close combat, VanDyke forgets his gun on the truck, but not the camera (Point and Shoot 
59:03-59:56). In an interview he explains that the war in Libya was one of the most filmed wars 
of all time. We see footage of Libyans filming, shooting and posing with weapons. In 
VanDyke’s words:  
 
“Their concept of war is what the saw on television and movies. Guys standing up with machine guns, by 
themselves in middle of the battle and just spraying ammunition at the enemy. They wanted their picture taken 
with the big gun. Things that they can show their friends, their family, the women they would like to impress. 
And you felt it as well? Yeah I felt it as well. Everybody wants something they can share on facebook. 
Everybody try to create their idealized image of how they wanna be seen and who they wanna be. (Point and 
Shoot: 63:02-64:10).   
 
The quote just above highlights several points that we have previously touched upon. First of 
all, performing is in some sense never for the first time but more a pre-formance; the fighters 
represent their conceptual map of what war is by symbols such as weapons and guns. 
Secondly, war is, although real, also a staged performance, and what is often represented is the 
front stage; the war then becomes a sort of staged authenticity. Thirdly, this implies that the 
way VanDyke chooses to take part in this performance reveals insight of the nature of 
VanDyke’s self-realisation: it is about the weapons, combat and belonging to the male, Libyan 
community. And fourthly, this self-realisations needs to find it’s affirmation and confirmation 
through the gaze of others. As a more general conclusion to this chapter, we would argue that 
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VanDyke’s motivation for travelling is ignited by a wish to change his personality drastically. 
That is why we have focused on how his travel can be seen a search for self-realisation. 
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5. Limitations 
In the following we will briefly deal with some of the limitations that this project meets. Such 
limitations can be categorised under two themes, including technical and cultural limitations.  
 
5.1 Technical limitations 
The genre 
The technical limitation of our project are related to the genre of our case of study, a 
documentary. Does Point and Shoot show reality? It is obviously difficult, if not impossible, to 
answer this question. In the light of what we have outlined, the genre of the documentary 
creates a false impression of objective reality. As the director of the documentary, Marshall 
Curry, had unlimited access to the footage of Matthew VanDyke, he has of course chosen 
certain scenes in order to create a certain narrative. And, together with shots recording an 
interview with VanDyke, this is the footage we have analysed. Hence, even though the analysis 
we conduct is based on edited material, it can still be argued to be reliable because of the 
explanations of the protagonist. Moreover, there is also the possibility that the protagonist is 
not telling the truth. One has to assume, that what is said in the documentary is true. 
Furthermore, the viewer can only see what VanDyke and the producer want the receiver to see 
- everything is edited.   
 
Another type of question concerns the performing of VanDyke in front of the camera: since 
he is very aware of the presence of the camera, how can the viewer know if he changed his 
behaviour in order to be seen as he wants to? How many times does VanDyke put on a mask 
and act, behaving in a way that would be different if he did not have the camera? We argue that 
it is not possible to give a sure answer to such questions either. One may argue that everybody 
changes his/her behaviour if observed and that it is impossible, or rather a paradox, to hope to 
film the object of studies without influencing it. William Labov, in relation to linguistic 
research, gives the name of such authenticity as ‘Observer’s paradox’ and he describes it as 
following: 
 
“[…] the aim of linguistic research in the community must be to find out how people talk when they are not 
being systematically observed; yet we can only obtain these data by systematic observation” (Labov 1972: 209). 
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Even though Labov’s definition is explicitly referred to the linguistic research, we claim that 
the paradox is valid in every context. In Point and Shoot many of the characters refer to the 
camera and talk about it. It is obvious that it seems a part of their experience.  
 
5.2 Cultural limitations 
The analysis of Point and Shoot is of course influenced by our conceptual maps of meaning and 
our cultural perspective. And the documentary was as well produced within a certain cultural 
perspective: an American guy travelling to Middle East who asks another American man to 
produce a documentary out of his hours of recordings. 
 
When analysing a case such as Point and Shoot we had to bare in mind that we are analysing not 
only a documentary but a conceptual map of meaning that we are analysing with our own 
understanding, meaning with our own conceptual map of meaning. The documentary was 
made with a certain cultural perspective and we as researcher have as well our own cultural 
perspective. Especially since VanDyke is American and is traveling to the Middle East, we have 
to be aware that we have preconceptions on both represented cultures. This factors influence 
us not only by choosing codes and reading the signs but also in interpreting them differently 
than someone else with another background would do.  
 
The perspective 
As mentioned in the introduction, we choose to look at the documentary from one very 
specific perspective among many: tourism. We choose also specific theory and a methodology. 
That means that our findings are limited to such field of studies and do not include other 
possible perspectives. From the beginning on we did not aim to make a generalisation out of 
the case Point and Shoot but explore and establish the phenomenon of Conflict Zone Tourism.  
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6. Discussion 
In the following chapter we discuss central elements derived from the analysis in order to 
reach a better understanding of both the case and its connection to the phenomenon Conflict 
Zone Tourism. First of all, we offer an argument for the perspective we have applied 
throughout this project: tourism. Then, we examine how the themes of the analysis in 
interplay have influenced our definition of  Conflict Zone Tourism and, when combined, they 
can highlight central elements of this definition. Further, we offer a discussion of the liminality 
of the different roles VanDyke occupies throughout his travels. Finally, we suggest what can 
be investigate in future research in order to further establish the phenomenon of Conflict 
Zone Tourism. 
 
The perspec t ive  o f  tour ism 
Choosing to approach the documentary Point and Shoot with the perspective of tourism has 
tied us to some central concepts of this field, such as gaze, performance turn and authenticity, 
which have become of central importance in our analysis. Two of the three themes we have 
analysed (gaze and authenticity) show our debt to the field of tourism studies (Urry & Larsen). 
The third one (self-realisation) is of relevance because it is an essential and pivotal part of 
VanDyke’s chase for manhood, which pushes him to travel. And the concept of performance 
turn is elaborated in different places within the three themes of the analysis. Hence, if we had 
chosen to analyse Point and Shoot with a different perspective, we would have borrowed 
different terms and concepts: we could have analysed the genre of documentary, or we could 
have analysed the civil conflict presents in it.  
 
Discuss ion o f  analyt i ca l  f indings :  The chase  
In this project we have analysed the case of Matthew VanDyke in order to establish, improve 
and argue for a phenomenon, we have chosen to define as Conflict Zone Tourism. The 
process of defining it has also helped us gain a better understanding of the case. Based on the 
analysis we would argue that a central part of VanDyke’s travels revolves around self-
realisation, which is represented as chase for manhood and consequently as the search for 
meaning of life. In our proposed definition of Conflict Zone Tourism the tourist travels to 
exotic locations dominated by violence and conflicts. By analysing the themes (gaze, 
authenticity and self-realization), we have reached a better understanding of how the exotic 
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locations play a prominent part of both the case and the category of Conflict Zone Tourism; 
and how they are relevant in Matthew VanDyke’s chase for manhood. It is interesting that this 
quest is never complete and that the object of his chase becomes a concept with a stable, yet 
unspoken definition. His means to reach it are fluid and situational: adventure, solitude, 
cultural encounters, inclusion in new communities, extraordinary experiences, justified 
violence. All adding to the argument that Matthew VanDyke’s search for self-realisation is 
born from a testosterone-driven view of masculinity. By implementing the concept of 
authenticity we see that this search takes place in exotic locations, since they provide an 
imaginary opposition to home; when home represents the civilised and mundane, the exotic 
becomes the ‘primitive’ and ‘wild’ - a place that caters to the fantasy of self-realisation through 
the performance of war. This is also a central part when asking the obvious question: if 
Matthew VanDyke wants to shoot guns, ride motorcycles or experience danger, why does he 
not just go to the streets of Baltimore where many shootings take place every year? Simply 
because the exotic cannot be at home. Hence, it would lose its raw attraction. Applying the 
perspectives of Hall we can argue that Conflict Zone Tourists have a shared understanding of 
the exotic, signified in images of rawness and primitive and represented through signs of wild 
nature, native people and absence of law.  
 
As with other forms of tourism, the gaze for the Conflict Zone Tourist is directed at 
difference and settings representing a sense of out-of-the-ordinary. Moreover, the gaze is 
concerned with symbols connected to danger such as guns, military clothes, violence, bombs 
and blood. Further, the case of Matthew VanDyke has illustrated that the gaze also becomes a 
mirror, in which one can find recognition. Here, the gaze of the camera, not that different 
from tourists taking pictures at the Black Diamond, plays an important role in order to 
document the authenticity and experience through visual storytelling.  
 
Establ i shing and transgress ing borders 
The project has shown us that the phenomenon of Conflict Zone Tourism, and more in 
general the field of tourism studies, is connected to the concept of liminality. In many 
instances, throughout the project, we show that VanDyke transgresses the lines of being an 
adventurer, documentarian, tourist, Conflict Zone Tourist, and maybe a fighter. However, we 
argue that it is not possible to point out precisely when he transgresses from one role to 
another: the lines are blurry and VanDyke often unconsciously moves back and forth between 
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the different roles. An interesting scene, in which the role of VanDyke can be discussed, is 
when he shoots at a man during the Libyan conflict. It can be discussed if VanDyke can be 
considered a Conflict Zone Tourist when he is firing a gun while aiming at killing an enemy, 
or if he is here transgressing into something else, that can not be captured within our 
definition. When getting the order to shoot the man, VanDyke asks another rebel to film him: 
“One of the other rebels, I handed him my camera, and I said; film this. Is it on record?” (Point and 
Shoot 71:18 - 71:47). The fact that VanDyke’s reaction is that it must be recorded could imply 
that he finds the experience ‘extraordinary’, ‘exotic’, ‘raw’ and further that it lives up to the 
self-image, that he is chasing. Taking out the camera to film exciting things is a characteristic 
of tourists; they want to capture the exotic on camera. This scene can be associated to a tourist 
taking pictures of extraordinary attractions on  tourist excursion or to a hunter on a safari 
hunt. VanDyke is instructed by the tourist guide, the commander, on how to participate in the 
tourist-theme of shooting the enemy. Hence, on one hand VanDyke could be considered a 
rebel because shooting at another man; on the other hand, the fact that the shooting is staged 
and the camera plays a central role, since it immortalises the ‘exotic’ event, could let us 
consider him a Conflict Zone Tourist. However, we do not aim at finding a specific minute of 
the documentary, that can show us when VanDyke transgresses from one role to another. In 
fact, what is interesting is to investigate the grey zones between the different roles. We argue 
that VanDyke moves back and forth between his roles, and he is not always an adventurer or 
always a documentarian, rather he can go back and forth between those two, for example.  
 
One of the scenes representing these grey zones of the phenomenon Conflict Zone Tourism is 
when VanDyke is imprisoned in Libya. We would argue that going to prison was not an 
intentional part of Matthew’s search for self-realisation and hence, not a part of the chase for 
authenticity. At the same time the imprisonment of VanDyke could imply that the term 
Conflict Zone Tourism is pushed as far as it can go; when in prison VanDyke has no possibility 
to go home or to leave; that implies that he is actually a prisoner. And further, if his former 
actions of participation in the Libyan revolution recorded on camera can put him in prison, 
then the Libyan police could be argued to consider him as a ‘real’ revolutionary fighter, who is 
actively participating in the conflict. This, together with VanDyke’s framing of himself while 
describing this scene would make the viewer consider VanDyke a rebel. Hence the question is, 
would that make him transgress into another role, or can VanDyke still be understood as a 
Conflict Zone Tourist? 
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If that is the case, then we must consider that VanDyke has transgressed into a new role, a 
rebel fighter, and cannot be considered a Conflict Zone Tourist when imprisoned. When 
released, VanDyke is recommend to go home by the organisation Human Rights Watch. 
However, VanDyke decides to stay and return to his Libyan friends and resume the fight. It can 
be discussed if this choice takes VanDyke back to the role of being a Conflict Zone Tourist. 
On one hand, he is going back to participating in the Libyan conflict and doing actions, that we 
have described as characteristic for a Conflict Zone Tourist. He is again shooting guns, wearing 
military clothes and extremely aware of posing like his adventures movie-star role models in 
front of the camera. On the other hand, why could one question if it is possible to transgress 
back into being a Conflict Zone Tourist,  if one has in certain moments been a rebel fighter? 
 
Sugges t ions for  future  research 
In order to further establish the phenomenon of Conflict Zone Tourism, one might 
investigate more cases similar to the one presented in the documentary Point and Shoot. That 
could be done in order to improve and make our definition more precise.  
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7. Conclusion  
In this chapter we want to outline what we have learnt about Matthew VanDyke and Conflict 
Zone Tourism and further, answer our research question: 
 
How can the documentary Point and Shoot be used to further establish and describe the phenomenon 
Conflict Zone Tourism? 
 
VanDyke and his  persona 
The search for self-realisation is a fundamental part of VanDyke’s journeys: he is very 
concerned about undergoing a change and he seeks it through travelling and adventuring. By 
analysing the documentary, we have gained a better understanding of his reasons for travelling 
and of the interconnection between the specific destinations and his search for self-realisation. 
VanDyke (maybe unintentionally) travels to places that can provide him with recognition and 
affirmation of his idea of masculinity, sense of belonging and a higher purpose in life. He 
‘fights’ for being recognised not only by his girlfriend and the rebels, but also by the audience 
at home - and maybe, most importantly, by himself. And in order to gain the recognition he 
wants, it is important to pose in the ‘right’ way and use the ‘right’ clothes and objects.  
 
Conf l i c t  Zone Tourism and the research quest ion 
The documentary has contributed to an understanding of the new phenomenon, which we 
have defined as Conflict Zone Tourism. We chose this case not to explain the phenomenon 
but in order to establish it. Since it is new, we have been moving back and forth between the 
theoretical perspectives and the case, and that has allowed us to come up with the definition 
that we have suggested in the introduction. Now, after the analysis, we can say that Matthew 
VanDyke at times represents Conflict Zone Tourism and at other times transgresses into 
other roles.  In the following we shall represent the definition and explain why VanDyke could 
be considered a Conflict Zone Tourist: 
 
A Conflict Zone Tourist travels to locations, which are currently experiencing conflict and violence and are 
associated with death and disaster. The tourist is interested in sites of combat, such as battlefields.  The 
motivating factors of the Conflict Zone Tourists are hot cognition, looking for recognition, the feeling of 
obligation or/and self-development. A Conflict Zone Tourist participates or performs in multi-sensuous ways 
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the act of war. The authentic experience is represented through signs of the raw, dangerous and risky in exotic 
locations. 
 
We could argue that VanDyke is a Conflict Zone Tourist because he covers all the concepts 
present in the definition. VanDyke travels to Libya, a country that is experiencing conflict and 
violence, and thus it is associated with death and disaster. VanDyke is explicitly interested in 
sites of combat where he can perform the activity of war. Furthermore, VanDyke’s motivation 
is driven not only by a sense of obligation, but also by the fight for recognition, which is part 
of his self-realisation, and for the thrill of the experience. Moreover, VanDyke seeks the 
authentic experience, which is symbolised by the rawness, danger and risks of the war. Finally, 
he participates in the civil conflict in Libya in a multi-sensuous way: he eats, celebrates, shoots, 
hears sounds of bullets over his head, and gets injured all while catching it on camera. 
 
The last point we want to raise in the conclusion is about the importance of the performance. 
In the problem field we affirmed that there is a lack of literature because none of the existing 
studies has highlighted the actual participation in a conflict as a relevant aspect in the 
definition and description on the different kinds of tourism. The contribution we give to 
tourism studies with the definition of Conflict Zone Tourism is represented by the focus we 
have on participation. Point and Shoot can be used in order to further establish and describe the 
phenomenon of Conflict Zone Tourism, since VanDyke participates in the conflict. Hence, 
the really interesting aspect of Conflict Zone Tourism displayed in Point and Shoot is 
represented by the participation of the protagonist in the conflict. Because in the end, what 
kind of participation changes the liminality and boundaries of Conflict Zone Tourism?    
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